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FOREWORD

Time – is a mysterious and slightly controlled category of conscious 
human being. A deceptively simple question “when?” can stump anybody. 
When are you ready to express yourself? When are you able to be understood? 
When will your time really come?

Throughout his life, Valeriy Geghamyan carried a pious attitude towards 
Time, his own and others, defining its highest value. He spent his Time selflessly 
in art, without thinking about acknowledgement and refusing to spend it on 
something prosaic and existential.

Almost nineteen years have passed since the death of the artist and 
teacher, and for all one knows, maybe now Time, in gratitude to those who 
valued him immensely, opens up all the power and depth of the master’s 
works. After all, the Time is the main criterion of quality and, the last – the 
most important thing, – talent proofing. After all, Time is the main measure of 
quality and, which is most important, talent testing.

The pronounced individual style of painting, which acquired the name 
of “Gegamyan’s system”, the scale of the conception and its implementation, 
the most complex coloristic solutions are the qualities of the artist’s work, 
which immediately attract the attention of the viewer. Less noticeable, but 
no less significant, are the artistic techniques of monumental art, a tribute to 
the ancient art of Africa and the East, and allusions to the world history and 
literature.

Valeriy Gegamyan not only created his artistic universe, but he taught 
others how to create it. For nearly thirty years, the master taught art. As a 
result, he brought up an entire galaxy of first-class artists. Vasiliy Ryabchenko, 
Alexander Roitburd, Valentin Zakharchenko, Sergiy Lykov, Victor Pokidanets 
and many others are the pride of not only the teacher, Valeriy Gegamyan, but 
of all Eastern European art.

Modern Ukrainian art history urgently requires such a comprehensive 
research. Aleksey Zhadeiko doesn’t look for easy ways of formal theoretical 
discoveries, but follows a thorough and versatile study of the subject: from 
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documentary facts scattered through archives of various departments and 
countries to a multiple physical and chemical material analysis of artistic 
works. This scientific work is the final result of a long-term research and 
restoration work, due to which the name of Valeriy Gegamyan deservedly 
takes its place in the history of the arts.

Filling the white spots of national history and art history, in particular, 
is relevant right now, in the period of Ukraine’s entry into the world cultural 
space. Bright personalities, like Valeriy Gegamyan, stand above a narrow 
national ideology and aesthetics and come to the fore in the global context of 
modern art. The time has come.

Alexey Rogotchenko, 
Doctor of Art History 

93

INTRODUCTION

One of the most iconic phenomena that formed the Ukrainian artistic 
culture of the second half of the XX-th century is the artwork by Valeriy 
Geghamyan. His manner is a phenomenon that is original, strong, unusual, 
and absorbed, for all its authenticity, a number of influences that resulted in 
an individual and recognizable style.

The potential of works by Valeriy Geghamyan as a relevant component 
of contemporary Ukrainian art is very high. Due to this study, it is possible 
to make the unknown facts of his life and creative biography public. This, 
in turn, will allow professionals and a wide range of art lovers to more fully 
and accurately perceive the personality and works of the artist. A detailed 
critical analysis of the biography and a comprehensive study of the artistic 
heritage allow us to outline the range of philosophical and artistic 
problems, which Valeriy Geghamyan was interested in.

The artist’s works can be found in museum and private collections, 
they are desired items at auctions. Interest in Geghamyan’s works is growing 
rapidly, and therefore the relevance of this research is indisputable.

There are no monographic researches on Valeriy Geghamyan’s works 
at present. The reclusive lifestyle of the artist, especially in the last 
fifteen years, did not contribute to the study of his artwork by 
professional critics, respectively, the bibliography devoted to the activities 
of Valeriy Geghamyan is extremely limited.

The earliest publications appeared only after the artist’s death, in 2001, 
and are more of a memorial, rather than scientific and analytical, character. 
Nevertheless, these popular articles, printed in various Odessa editions 
of that time, first opened the name of Valeriy Geghamyan to readers. The 
above-mentioned articles are written by R. Brodavko [1], V. Vilensky [3],  
M. Gudima [9, 12], S. Kuznetsova [25].

The first professional attempt to analyze the artist’s artwork was 
the study of Ukrainian art historians O. Tarasenko and A. Pankiv [38]. In 
their work, they initially classified the available Geghamyan’s creative 
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heritage, schematically outlined the main themes of his work, gave a 
general description of several large works and slightly touched upon the 
author’s manners.

In the same year, 2001, due to the initiative of Valeriy Geghamyan’s 
son, a sculptor and an architect Alexander (Alik) Geghamyan, as well as the 
support of Ukrainian art historians and artists, the first personal exhibition of 
painting and graphics by Valeriy Geghamyan was held. At the same time, the 
first catalog of his works [38] was published.

A more complete catalog was published later, in 2007 [10, 36]. It contained 
information both about the works of the artist Valeriy Geghamyan and about 
the works of his son, Alexander Geghamyan. This edition summarized the 
data on both authors.

Further research covered a broader range of cultural and art history issues. 
In particular, A. Pankiv studied the composition and space of artistic works 
by Valeriy Geghamyan [32]. She also introduced a new concept of “figurative 
geometry” to designate the basic principle of compositional solutions in the 
artist’s works [33].

In 2018, the author of this article defended a Master’s thesis entitled 
“Monumentality and Holistic Unity of Valeriy Geghamyan’s Composition” (the 
scientific supervisor – V. Mykhalchuk, PhD in Art History, Associate Professor, 
Professor of the Art Expertise Department) [16] at the Department of Art 
Expertise of the Institute of Practical Cultural Studies and Art Management, 
National Academy of Culture and Arts Management.

The creativity and personality of Valeriy Geghamyan are also often 
mentioned in the context of Ukrainian non-conformism O. Kotova [21],  
L. Smirna (Medvedeva) [27, 37]. However, the analysis of the factual material, 
the analysis of the memories of close friends and colleagues, as well as the 
artist’s own statements [9, 34, 70] cast doubt on the conclusions that Valeriy 
Geghamyan belonged to the nonconformist milieu.

Detailed recollections of Valeriy Geghamyan as a teacher were also 
published by his famous students of different periods: V. Zakharchenko [18], 
V. Kudlach [23, 24], S. Lykov [26], O. Roitburd [34], V. Ryabchenko [35], 
Yu. Gorbachev [43].

95

The main source of new information about the artist presented in this 
study is Valeriy Geghamyan’s diary, decoded and translated into Ukrainian and 
Russian, as well as archival documents, including both the family collection 
and official documents found in various archives of Ukraine and Armenia. 
But the above-mentioned papers often contain evidential inconsistencies. This 
was a usual case in the 20s-50s of the 20th century – documents were changed, 
corrected, restored after the liquidation. There are still a lot of outstanding and 
appealed facts in the process of learning the archive data. The difficulty is that 
a lot of information is concentrated in archives abroad, some information is in 
Odessa, where the artist lived the largest part of his life, having moved there 
after the Armenian, Moscow, Birobidzhan and Makhachkala periods. Even the 
author’s names of Geghamyan’s landmark works are significantly different 
from the versions accepted by critics. The results of the research of archival 
data and the diary of the artist are changing a lot the usual perception about 
his personality.

The object of the research is the biography, artistic and pedagogical 
activity of Valeriy Geghamyan in the context of art criticism discourse of the 
cultural and historical process.

The subject of the research is particular biographical facts that influenced 
the formation of the personal professional manner of the artist; art devices 
and pedagogical techniques of Valeriy Geghamyan, as well as the restoration, 
attribution and expert practice of his works.

The purpose of this study is to present the creative work of the Ukrainian 
artist Valeriy Geghamyan; to introduce unknown and little-studied artistic 
methods of his creativity and pedagogical work into the scientific circulation; 
to clarify the biography of the artist.

Realization of the goals set necessitated the solution of the following 
tasks: to determine the condition of scientific development of the monographic 
study theme; to analyze the Ukrainian and foreign historiography of the 
artist’s creative path; to identify and explore the source base; to outline 
research methods; to study the master’s creative biography; to substantiate 
the worldview and philosophical foundations of the artistic language; to find 
out the material and technological component of the artist’s artwork; to reveal 
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the intellectual heritage of V. Geghamyan; to analyze and systematize the 
monuments and objects of cultural and artistic heritage.

Both general scientific and field-specific research methods were used. 
Common are the methods of formal logic (analysis, synthesis, induction and 
deduction), in addition, a systematic approach and generalization. To obtain 
the initial data, the historical-and-comparative method was used. Analysis 
of the information field related to the research topic was carried out using 
descriptive and comparative methods. Restoration, attribution and expert 
practice required the use of special techniques. The initial data for the work 
were obtained by the methods of visual observations, measurements of the 
physical dimensions of objects, methods of photo- and macro-photo-recording. 
In addition, methods of optical and digital microscopy, observations in the 
infrared and ultraviolet spectrum, the method of sampling the basis of artistic 
works and sampling of the paint layer were used. To stabilize the state of 
artwork, methods of preventive restoration were used. For works that were 
damaged as a result of non-professional storage, techniques were developed 
and applied to eliminate the deformations and strengthen the foundations and 
the paint layer of the author’s painting. All studied works underwent complex 
conservation.

The theoretical and practical significance of the research consists in 
the possibility of using its results both for subsequent theoretical art history 
studies, and for use in the practice of Valeriy Geghamyan’s works turnover 
on the art market. The results of the study will be useful in the process  
of training professional art historians, experts, appraisers, in teaching courses 
on the history of art of the 20th century, and in students’ research works. 
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PART 1. THE ESTABLISHMENT OF V. GEGHAMYAN’S 
CREATIVE CONSCIOUSNESS

1.1. Stages of the artist’s biography.

The epoch and personalities form a creative person – they enter the life of 
the artist and certainly leave their mark not only on his fate, character, but also 
on his works.

Valeriy (Valik) Geghamyan (Appendix 1) was born in the period of 
serious political and social changes. Armenia lost its first independence and in 
1922 became part of the USSR as the Transcaucasian Socialist Federal 
Republic. Another controversial stage of Armenian history began. On the one 
hand, there was an industrial, scientific and cultural development of the country, 
but on the other hand, this development took place only within the narrow 
framework of the new Soviet ideology. As for the national renaissance, for the 
Armenian intellectuals it ended tragically in the thirties.

The artist was born in Garni – an ancient place, significant for the history 
of Armenia, not far from Yerevan. This happened in 1925. Information about the 
origin of the artist is scarce, but very intriguing. The artist’s father, Arutiun (Atti, 
Atte, Atta) Khanagyan, according to archival documents [39, 46], was a Parsi – 
an Iranian Christian from Tehran. In 1924, he was arrested for the first time 
(Appendix 2). Then he was released, but in 1927, he was re-arrested and exiled 
to Siberia for three years. After the end of the term, he was prohibited from 
entering his homeland for another five years, but in May 1934, he was allowed to 
return from exile. However, in 1937, Atti was arrested again, and soon after that 
his life was cut short – he was executed by a firing squad [47, 48].

The artist’s mother, Varsenik, came from an old princely family [52–54]. 
Maternal grandfather, Gegham Ter-Meliksitsyan (the prefix “Ter” denotes the 
descendant of the priest, the prefix “Melik” indicates noble origin) – was an 
outstanding personality who left a significant mark in the history of Garni and 
Yerevan, one of the most respected residents of Garni, who did a lot for the 
community [55–65]. And today in Garni, near the temple of the XII century, 
you can see an elegant gravestone over the tomb of Gegham Ter-Melixitsyan 
(Appendix 3).
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Many years later, in numerous autobiographies that working Soviet 
people had to write, Valeriy Geghamyan did not indicate anything about his 
family, only modestly set the following: “born in a family of 
employees” [49, 70] (Appendix 4). None of the official or personal documents 
from the extensive family archive contains information about the artist’s father. 
Even on the pages of the diary, Geghamyan never mentioned him.

The question arises, why the artist is known by the surname Geghamyan, 
but not Khanagyan or Ter-Meliksetyan. By the way, an interesting fact is: in the 
early 2000s, the artist’s son, sculptor and designer Alik Geghamyan, preferred 
to introduce himself as Ter-Meliksetyan [10]. Perhaps the statements about 
aristocratic origins are a demonstration of the eccentricity of a creative person, 
or, more likely, a desire to reclaim the true family history.

The well-known version of the appearance of the name Geghamyan says 
that due to the repression of the father, it was decided to change the child’s 
name so as not to attract close attention from the “competent authorities” in 
the future. Thus, Valik received the birth certificate, in which his last name 
was a derivative from the name of his grandfather – Geghamyan. By the way, 
the tradition to give children the name formed on behalf of the grandfather 
was distributed in Armenia until the middle of the 20th century. The surviving 
birth certificate of Valik Geghamyan was issued only in 1953, it contains 
information about both parents by the name of “Geghamyan” [77]. This 
document is marked “restored”, i.e., in the original certificate, most likely the 
information could differ.

The date of birth of Valeriy Geghamyan is also mysterious. The re-
stored birth certificate and other documents include the year 1925, without a 
specific date and month. However, in the archives of Yerevan, in the lists of 
those born in 1925, Valik Geghamyan is not indicated. Moreover, Aruti-un 
Sarkisovich is indicated as his father in the restored birth certificate, as opposed 
to Arutiun Oganesovich, whom the artist’s mother, Varsenik Gega-movna, was 
married to [51].

In 1928, the family moved to Yerevan [70]. After the death of his sister, 
Valik was the only child. There is evidence that he was very gifted musically, 
he enjoyed playing saz and even tried himself in composing music, dreaming 
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of becoming a composer. There is a legend in the family that the composer 
Aram Khachaturyan heard and highly appreciated Valik’s music in the house 
of Ter- Meliksitsyan. In 1940, the teenager graduated from the Yerevan seven-
year school and entered the art school. In the last year of his studies, he began 
to keep a peculiar diary in which he set out his ideas about art, history, and 
nature [71]. Surprisingly, in the diary there is not a single mention of war, that 
is, numerous historical references about the battles of the past centuries are 
abundant, but there is not a word about the war.

The Second World War began. Geghamyan turned eighteen when it was 
in full swing, in 1943. The Soviet army suffered a catastrophic loss of personnel 
on the fronts. From October 1942, the Order of the People’s Commissar of 
Defense of the USSR was in force, which contained considerably simplified 
instructions for determining fitness for military service. In other words, 
everyone was mobilized without distinction. Valeriy Geghamyan must have 
been called up for military service. However, his archive has an indefinite 
certificate of exemption from military service [78]. In this document, the 
rationale for the decision was indicated as “Group I, Art. 8 of diseases time-
table”, i.e. Geghamyan had a medical excuse. Since there is no evidence of 
contemporaries about the morbidity of the artist, it is likely that the document 
did not correspond to reality: relatives did everything to protect the young 
man from the front. It remains a mystery, who was his patron.

Actually, the period of the 30s and 40s years in the biography of Valeriy 
Geghamyan is extremely confused. Many unknown documents were found 
in the course of the research. Some of them were puzzling, as they contained 
controversial information. For example, the story with the name, surname 
and patronymic of the artist. The same official documents with photos of 
approximately one period (beginning of the 1940s). The initial examination 
of the first passport and certificate of exemption from military service caused 
surprise: the photo seemed to depict completely different young people. Even 
the version was being worked out that the person whom they knew as Valeriy 
Arutiunovich Geghamyan was a completely different person. Forensic tools 
had to be applied. The method of portrait identification confirmed that the 
same person looked so different. 
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In his diary, Valik mentions his mother only a few times: “My mother 
is dying. A terrible month begins. It seemed to me that I would live with her 
forever” [9, p. 60]. The neighbors of Ter-Meliksetyans in Garni recall that 
Varsenik died early enough from tuberculosis – “my mother is Heaven” [9, p. 83].

Geghamyan also writes about his aunt on the mother’s side, by the name 
Arus [9, p. 69]. The context indicates a very warm relationship with her. 
Apparently, she stayed to live in Garni and in her house, the large old house 
of Ter-Meliksetyans, where the artist stayed in summer. It was in this house 
that Martiros Saryan stayed when he traveled to Garni for plein air painting. 
Geghamyan sometimes returned here in the 60s and 70s.

The tragic figure from Geghamyan’s childhood is a grandmother on his 
father’s side: “She angrily touches the wall; a gleam appears in her eyes, 
like that of a dead man, cold as if dying. She punches her legs. Head, like a 
drummer, beats against the wall, facial features become gloomier and more 
incomprehensible ...” [9, p. 75]. Perhaps she really lost her mind, having 
tragically lost her son, Valik’s father. In any case, it influenced the character 
of an impressionable and sensitive child. Geghamyan maintained a written 
contact with his Armenian relatives, but he rarely visited Yerevan and Garni, 
and he didn’t hurry to invite relatives to Odessa. He joked that if two Armenians 
know your address, then the whole of Armenia knows, and someone always 
comes to you. A creative person had no opportunity to “waste” time.

After graduating from the college, Geghamyan entered the newly 
established Yerevan Art Institute (1945) and happened to be among the first to 
be enrolled to the Easel Painting Faculty in the workshop of Martiros Saryan. 
Valeriy was lucky to learn not only from the national artists. Ara Bekarian, 
Eduard Isabekian, Hakob Kojoyan conducted lectures and practical classes 
for him. The latter had a significant impact on the formation of Geghamyan’s 
thematic compositions. Indeed, the expression, the desire for archetypal image 
and the geometrization of form are features common to the creative search for 
both artists.

Young artists, such as Grigor Khanjyan, Sarkis Muradian, Gukas 
Chubarian, Arkady BagdaSaryan and many others were among Valeriy 
Geghamyan’s fellow students in his first year at the Art institute. Aram Atayan 
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is one more too Geghamyan’s fellow student who later became an established 
artist, partly associated with Ukraine (he was Tatyana Yablonskaya’s husband). 
He recalls Valeriy as a pleasant, but isolated young man, treated positively by 
the students and teachers of the institute. When many years later they met in 
Odessa at Atayan’s exhibition, Geghamyan was still an isolated, but already 
noticeably sad, artist.

In 1950, Geghamyan successfully graduated from the institute, having 
defended his diploma painting “Portrait of Architect-Academician A. Tamanian” 
[73]. By that time he had participated in several student exhibitions, which 
presented a series of landscapes and portraits. Reviews of his artwork were 
positive, the young artist received several recommendations for admission 
to the Union of Soviet Artists of Armenia from recognized masters Martiros 
Saryan [76], Bela Uitz [82], Hovhannes Zardaryan [74], Gabriel Gyurjyan 
[72]. At the same time, Geghamyan worked at the Art Foundation of Armenia, 
where he headed the portrait workshop [70].

The career of the young artist went uphill, a year later Valeriy Geghamyan 
moved to live in Moscow. In the capital, he works as a senior master at the 
Works of Decorative and Applied Art, later as a muralist [70, 79]. In total, 
he spent in Moscow a little more than three years and in a very strange way, 
overnight, he ended up in Birobidzhan as a teacher of drawing at a local art 
school. After Birobidzhan he moved to Makhachkala, where Geghamyan again 
taught and managed the educational part of the art school. The six years that 
Geghamyan spent in Birobidzhan and Makhachkala, of course, were reflected 
in his creative style. At that time, he painted large realistic portraits (ill., cat. 
number 166/p. 245, cat. number 142/p. 162).

In the early 1960s, along with noticeable changes in the socio-political 
life of the country, Valeriy Geghamyan’s life changes. Geghamyan started 
his own family rather late by the standards of the Soviet tradition. During 
the years of his youth in Armenia and the years of his youth, which he spent 
in wandering around the Union, there was no documentary mention of his 
personal affections. He himself avoided this topic in conversations. Only the 
close and perhaps only friend, artist Valentin Zakharchenko, once mentioned 
the strange story of the failed matchmaking. 
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In the second half of the 1940s, when he studied at an Art institute, 
Geghamyan wrote: “...if there is a woman in my life, dear to me, and I hear a 
request from her mouth, then I will forget everything: my conscience, and 
everyone!” [9, p. 146]. He happened to meet such a woman when the artist was 
well over thirty. At that time he taught at the art school of Makhachkala, and at the 
exhibition of student works he met Boleslawa Mikhailovskaya (Appendix 5). 
Gorgeous blonde, the exact opposite of the women of the Caucasus by her type, 
at that time was married to a military artillery. The meeting place of Geghamyan 
with his future wife was not accidental – the circle of her interests was wide 
enough, in which art occupied a special place. She studied at the Art School at 
the Ceramics Department (now – The Grekov Odessa Art school). Later she 
transferred to another educational institution and received a diploma of a teacher 
of geography (Appendix 6).

Several telegrams are preserved of the initial period of their affair, 
analyzing which, you can make a portrait of the artist in love. He is persistent, 
demanding and even irritable (Appendix 7). “Longing for tenderness. 
Humiliating, sweet, dreamlike ...” [9, p. 68]. Probably, this longing was so 
great that in just a year Valeriy and Boleslawa radically changed their lives 
– they became spouses and parents. Boleslawa initiated Geghamyan’s 
relocation to Odessa and for more than thirty years, she was the artist’s 
companion. Geghamyan did not have the slightest idea about the housekeeping 
in their small apartment. The artist did not have a separate workshop, so he 
was engaged in creative work either in the classroom of the Faculty of Graphic 
Arts, staying up late, or at home [83]. Geghamyan was more attracted to large 
formats. The size of the largest paintings exceeded even the size of the 
“working” walls of the apartment.

The family lived plainly, Geghamyan was the only breadwinner. Only 
occasionally, his wife posed for a holograph and received a modest fee for 
it. Colleagues in the faculty defined Geghamyan’s spouse as a calm, polite 
and leisurely-stately woman. According to Zina Dmitrievna Borisenko, 
she “carried herself.” That was favorite Geghamyan’s type. 
Boleslawa embodied in herself not only a life partner and mother of his 
beloved son,  but also a model.
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Since the early 1960s, Geghamyan created many female images. 
Some are rectilinear portraits of the wife (ill., cat. number 50/p. 163, 
cat. number 112/p. 204), others are images that are reduced to 
conventionality, but still her features could be easily read in them. 
A woman’s appearance, ideal for Geghamyan, are rather large but 
harmonious forms, perfect posture, strong muscles and an expressive face. 
Geghamyan considered such a type attractive in life and expressive in 
art, as can be seen from the images from the ballet series (ill., cat. 
number 13/p. 171, cat. number 21/p. 171), conventional female images 
(ill., cat. number 1/p. 166, cat. number 7/p. 167, cat. number 130/p. 166), 
female “nude” in the graphic works (ill., cat. number 320/p. 255, cat. 
number 326/p. 255). Other female body types are extremely rare in his 
works, if the artist depicts them, it is always required by the theme or 
plot (ill., cat. number 23/p. 241,  cat. number 156/p. 246).

Geghamyan loved children and animals, especially cats; he literally 
brighten up when he saw them. The naturalness and beauty of spontaneity 
fascinated him. Despite this, he never depicted either children or animals. 
Only once in the still life, he introduced the static, very Egyptian by 
modeling, cat Musia (ill., cat. number 22/p. 191). Still, the main object of 
Geghamyan’s interest was a man. When his son Alik (1963–2015) grew up and 
matured, Geghamyan began painting him. It was Alik who became the 
prototype of the symbolic image in “Khachkar” (ill., cat. number 317/p. 230). 
Only after the father’s death, he recalled how long and physically exhausting were 
the sessions when he posed. Nature endowed Alik Geghamyan with a very 
expressive male appearance. He was slender, thin-boned, immaculately built, 
almost the exact opposite of a squat strong father (Appendix 8). He was fully 
conscious of his appearance. Later, when he began to practice his own art, he 
emphasized it in every way, acting in the image of an exquisite Renaissance 
young man, or a courageous muscular creator, deliberately  emphasizing a 
striking profile or shiny, as if curled, locks.

Valeriy Geghamyan did his best so that his only son should receive an 
artistic education. Alik studied at two universities in the Caucasus and received 
two diplomas: of a sculptor and of an architect. The artist once admitted to 



102

In the second half of the 1940s, when he studied at an Art institute, 
Geghamyan wrote: “...if there is a woman in my life, dear to me, and I hear a 
request from her mouth, then I will forget everything: my conscience, and 
everyone!” [9, p. 146]. He happened to meet such a woman when the artist was 
well over thirty. At that time he taught at the art school of Makhachkala, and at the 
exhibition of student works he met Boleslawa Mikhailovskaya (Appendix 5). 
Gorgeous blonde, the exact opposite of the women of the Caucasus by her type, 
at that time was married to a military artillery. The meeting place of Geghamyan 
with his future wife was not accidental – the circle of her interests was wide 
enough, in which art occupied a special place. She studied at the Art School at 
the Ceramics Department (now – The Grekov Odessa Art school). Later she 
transferred to another educational institution and received a diploma of a teacher 
of geography (Appendix 6).

Several telegrams are preserved of the initial period of their affair, 
analyzing which, you can make a portrait of the artist in love. He is persistent, 
demanding and even irritable (Appendix 7). “Longing for tenderness. 
Humiliating, sweet, dreamlike ...” [9, p. 68]. Probably, this longing was so 
great that in just a year Valeriy and Boleslawa radically changed their lives 
– they became spouses and parents. Boleslawa initiated Geghamyan’s 
relocation to Odessa and for more than thirty years, she was the artist’s 
companion. Geghamyan did not have the slightest idea about the housekeeping 
in their small apartment. The artist did not have a separate workshop, so he 
was engaged in creative work either in the classroom of the Faculty of Graphic 
Arts, staying up late, or at home [83]. Geghamyan was more attracted to large 
formats. The size of the largest paintings exceeded even the size of the 
“working” walls of the apartment.

The family lived plainly, Geghamyan was the only breadwinner. Only 
occasionally, his wife posed for a holograph and received a modest fee for 
it. Colleagues in the faculty defined Geghamyan’s spouse as a calm, polite 
and leisurely-stately woman. According to Zina Dmitrievna Borisenko, 
she “carried herself.” That was favorite Geghamyan’s type. 
Boleslawa embodied in herself not only a life partner and mother of his 
beloved son,  but also a model.

103

Since the early 1960s, Geghamyan created many female images. 
Some are rectilinear portraits of the wife (ill., cat. number 50/p. 163, 
cat. number 112/p. 204), others are images that are reduced to 
conventionality, but still her features could be easily read in them. 
A woman’s appearance, ideal for Geghamyan, are rather large but 
harmonious forms, perfect posture, strong muscles and an expressive face. 
Geghamyan considered such a type attractive in life and expressive in 
art, as can be seen from the images from the ballet series (ill., cat. 
number 13/p. 171, cat. number 21/p. 171), conventional female images 
(ill., cat. number 1/p. 166, cat. number 7/p. 167, cat. number 130/p. 166), 
female “nude” in the graphic works (ill., cat. number 320/p. 255, cat. 
number 326/p. 255). Other female body types are extremely rare in his 
works, if the artist depicts them, it is always required by the theme or 
plot (ill., cat. number 23/p. 241,  cat. number 156/p. 246).

Geghamyan loved children and animals, especially cats; he literally 
brighten up when he saw them. The naturalness and beauty of spontaneity 
fascinated him. Despite this, he never depicted either children or animals. 
Only once in the still life, he introduced the static, very Egyptian by 
modeling, cat Musia (ill., cat. number 22/p. 191). Still, the main object of 
Geghamyan’s interest was a man. When his son Alik (1963–2015) grew up and 
matured, Geghamyan began painting him. It was Alik who became the 
prototype of the symbolic image in “Khachkar” (ill., cat. number 317/p. 230). 
Only after the father’s death, he recalled how long and physically exhausting were 
the sessions when he posed. Nature endowed Alik Geghamyan with a very 
expressive male appearance. He was slender, thin-boned, immaculately built, 
almost the exact opposite of a squat strong father (Appendix 8). He was fully 
conscious of his appearance. Later, when he began to practice his own art, he 
emphasized it in every way, acting in the image of an exquisite Renaissance 
young man, or a courageous muscular creator, deliberately  emphasizing a 
striking profile or shiny, as if curled, locks.

Valeriy Geghamyan did his best so that his only son should receive an 
artistic education. Alik studied at two universities in the Caucasus and received 
two diplomas: of a sculptor and of an architect. The artist once admitted to 



104

Valeriy Zakharchenko that he did not retire to financially support Alik until he 
received a higher education.

Geghamyan is not a demonstrative type of personality; he is a man of 
turbulent inner experiences. He did not perform any impressively expressive 
acts in his personal life. Sometimes, penetrating into his artistic analytics, it 
is not at all clear how he managed to start a family. It seems that his family 
and love was painting, not close people. A phrase from the old diary comes 
to mind: “It’s a pity. I do not feel the sweet promise of love anymore” [9, p. 
68] – the author’s wife could well be its author. Boleslawa was an interesting 
person, passionate and broad-minded; she loved to read, loved to attend all 
sorts of lectures, exhibitions. She was a vegetarian and persuaded her husband 
to have a healthy diet and take care of health in general. Every day the artist 
did gymnastics, using huge weights stored on the balcony. There are several 
photographs showing Valeriy Geghamyan boxing (Appendix 9).

The artist’s sister-in-law recalls how he sometimes went to Langeron, 
taking an album with him with which he never parted. On the old noisy beach 
of Odessa, he watched people, looking for vivid character types to use in his 
abstract compositions.

After his wife passed away in 1997, Valeriy Geghamyan finally stopped 
communicating with the outside world. He probably did not need it, because 
he had long lived on his own. Valentin Zakharchenko recalls that sometimes, 
on the way to work, passing by the house where Geghamyan lived, he saw the 
artist sitting on the balcony. He stopped, greeted and gestured for permission 
to come up to him. Geghamyan barely noticeably negatively shook his head 
and in doing so made a light wave of his hand, continuing to sit still in the rays 
of the sun – a very swarthy old man, with a snow-white shock of hair and a 
beard. Zakharchenko still regrets that he did not dare to ask to paint a portrait 
of the master. On the last pages of his diary, Valeriy Geghamyan wrote such 
lines: “Both the creators, women, and love leave this world ...” [9, p. 147].

1.2. The formation of the master’s aesthetic paradigm.

The personal archive of the artist holds a lot of documents. For the 
most part, these are handwritten materials – all kinds of statements, minutes, 
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extracts, programs, and other materials copied and edited many times by the 
author himself for official academic purposes. But searches in these mountains 
of papers unexpectedly presented valuable historical data for the attribution of 
many works. Due to the personal archive of the artist, the author’s names of 
the paintings became known and the vague moments of his biography, albeit 
partially, cleared up.

Valeriy Geghamyan’s diary, which he kept since 1944, is one of the earliest, 
and perhaps the most significant handwritten documents [9, 71]. It contains 
the key to understanding Geghamyan’s artistic concept. It is unusual and even 
somewhat frightening that a man at nineteen, still in adolescence, can set himself 
goals in art and describe artistic methods for the next fifty-five years, moreover, 
further manages to turn them into reality. And after half a century, his goals do 
not look “childish” and do not require any adjustments “through the wisdom 
years.” How could this happen? Didn’t he develop as a personality? Didn’t his 
ideas replace one another? Didn’t the artist evolve? Didn’t his mastery perfect 
over the years and experience? The answer is both “yes” and “no”. He changed. 
He developed. But only within the framework of his value system.

Valeriy Geghamyan is an artist, who is well-rounded and stable in his 
perception of the world. He is alien to the torments and ambivalence, so 
inherent in the artistic environment. He is monolithic and abiding like the 
mountains of Armenia. By the way, this image – of a mountain, rock or a 
stone – constantly appears in his diary. The definition of “stone” is one of the 
most frequently used epithets by the artist. Perhaps the sculpture, static of his 
paintings, and, especially, the graphics stems from it. Monumentalist thinking 
whittles away everything minor: embellishment and bustling image details. 
All that remains is an essence, a concentrated idea that is so pure that it no 
longer needs to be realistic: “Naturalness, naturalness, how miserable you 
appear to be ...” [9, p. 93].

Geghamyan was a man with high self-esteem since his youth. His style 
is magnificent, rich, emotional and totally serious in an Oriental manner. He 
wrote in a convoluted style in Armenian, very beautifully stylistically, but 
in a terrible handwriting. Deciphering his entries was a difficult task, since 
professional translators were not in a hurry to take on a handwritten hard-to-
read text. And yet, when the manuscript was “opened up” for understanding,  
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it became clear how valuable this battered diary was (Appendix 10). It contains 
information about the most significant artistic techniques, about the masters 
whom he admired, about the paintings which would be created many years 
later. It includes thoughts about the philosophy of art, about history, about 
the heroes of Armenian antiquity, about contemporaries, scarce, as if casually 
dropped, information about the family mixed with detailed descriptions of the 
nature of future characters, draft sketches of the conceived works. There are 
even graceful sketches of three romantic stories: “The Petrification of Egine”, 
“Night Owl” and “Crazy in Garni” – very interesting self-contained artistic 
texts [9, p. 74]. Geghamyan was undoubtedly brightly gifted in literature.

Because of Geghamyan’s complete privacy, information about him 
had to be collected literally by bits. In his biography there are still a lot of 
white spots, but some of them have ceased to be such due to the diary. Strong 
impressions from childhood still leaked to the pages of a narrow notebook in 
a hardcover. For example, the mention of a paternal grandmother who went 
crazy, descriptions of a seriously ill aunt, mother’s sister, touching words about 
a beloved grandfather who read old books to Valeriy when he was a child.

The abundance of bright value judgments in the text is a clear sign 
of youth, one should not forget how old the author was at that time. You 
often come across the instances of flowers of speech, such as “divine”, 
“majestic”, “pitiful”, “worthless”, “true”, “frightening”, etc. Besides, all this 
verbiage is also presented in a mentor tone of an all-knowing person. One 
feels the influence of academic authorities, first of all, Martiros Saryan, whom 
Geghamyan respected immensely.

Usually, people, along with the loss of the illusions of youth, lose their 
categorical nature. It just crumbles under the onslaught of experience and 
frustration. There is nothing left, and the mental and emotional inconsistency 
shamefully hides behind the sign of “wisdom of past years.” We must pay 
tribute to Valeriy Geghamyan, that over the years he has changed only the 
form of his categorical nature, but not its essence.

According to Valentin Zakharchenko, Geghamyan’s pupil and close 
friend, an artist at a mature age (and it was then that Zakharchenko met him) 
was very careful and reticent in his statements. Especially when his opinions 
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were not asked. But at the same time he had all the same clear, unchanging 
understanding of the artistic process, as he described it many years ago  
in his diary.

One should pay attention to another interesting image that passes through 
the pages of the diary with a refrain. This image of the forcibly restrained 
power – “... a volcano in chains ...” [9, p. 33]. In fact, this is an allegory of the 
artist himself, outwardly restrained, but with peak inner experiences.

Categorical thoughts, denial of the heritage of entire cultural epochs, 
for example, of the Christian art, and an abundance of exclamation marks 
slightly remind, but, fortunately, do not change his written statements into a 
manifesto, that is, into a kind of utopian product with a short fitness period. 
What happened, for example, to artistic manifestos of futurists, cubofuturists, 
surrealists, dadaists, etc.

However, the 20th century is really the century of manifestos, and 
Geghamyan is the true son of this time. With the only difference, that he 
addressed his believes not to ephemeral “humanity”, but to himself. And, he 
was not going to overthrow the canons globally, but individually, as part of his 
own creativity. Olga Fedianina, a powerful intellectual and subtle critic, once 
said that “... an artistic manifesto is always a kind of declaration of intent...” 
[40]. From such a point of view, Geghamyan’s diary entries are indeed a 
declaration of intent, consistently and meticulously translated into reality 
decades after writing. In contrast, by the way, from the majority of artistic 
and political demonstrators of the twentieth century, Valeriy Geghamyan’s 
intentions were realized. Ballet scenes, individual female images, complex 
plot compositions, landscapes – everything was embodied in colors.

Geghamyan’s diary is interesting not only as a written hint for 
understanding his personality and creativity, but also as a valuable artistic 
object.

Many contemporary famous artists talk about their teachers casually, 
as if about something insignificant. Who knows, whether it happens because 
of the eternal creative jealousy, or the same eternal narcissism. In particular, 
if the teachers were selfless, but modest. Sometimes the teachers are of a 
different kind. The art history has many vivid examples of the pedagogical 
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achievements of great artists. After all, it has long been possible to master the 
profession of an artist only in the workshop of an established professional. 
Cimabue taught Giotto, Bellini – Titian, Titian – El Greco, Rubens – Van 
Dyck, Pizarro – Gauguin, Chistyakov and Murashko – and many national 
classics. There is no need to make an exhaustive list; almost every great artist 
of the past is someone’s teacher and someone’s student.

The manner of Valeriy Geghamyan is based on the synthesis of the 
influences of his teachers, role models and own author’s vision. He transformed 
the artistic language of the authorities whose style he considered possible for 
himself to rely on. Continuity had never been what the artist avoided. Denial in 
the name of denial was not his credo. He studied, absorbed, took into account, 
sifted, transformed, and, as a result, gave birth to his own.

Geghamyan was lucky to meet the Teacher. A real one, who painted 
meaningfully, originally, and successfully. The ancient tradition of succession 
was perfectly embodied in life. Valeriy was born and raised in Armenia. 
Exactly in Yerevan he became a professional artist due to Martiros Saryan. The 
circumstances of Geghamyan’s acquaintance with his teacher still need 
clarification. It is believed that this happened in the house of Geghamyan’s 
parents, in which representatives of the Armenian intelligentsia gathered. 
During one of these cultural evenings, a teenager impressed Martiros Saryan. 
The master accidentally saw the drawnings by young Geghamyan to illustrate his 
own stories on historical themes. That’s how it all really began: his studying at an 
art school, and later – at the institute, in the class of Saryan. Therefore, the 
fateful meeting for Geghamyan took place no later than 1940.

Saryan moved to Yerevan with his family in 1921 already as an 
accomplished master, where he was entrusted with the development of the 
design of the coat of arms and flag of the Armenian SSR. Three years later, his 
new works were exhibited at the XIV Venice Biennale. This was followed by 
Paris, Stockholm, Vienna, Berlin, Zurich, Los Angeles, Moscow. In the 
capital of Armenia, the national artist was primarily engaged in cultural and 
social projects: he organized the State Museum of Archeology, Ethnography and 
Fine Arts, participated in the creation of the Yerevan Art School, the one which 
Geghamyan would late enter, as well as the Association of Fine Arts.
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The first clouds began to gather over the head of a recognized master 
in the 1930s. A sad historical turn in the direction of the regulation of artistic 
life took place. In practice, this marked the end of the cheerful diversity, and 
for many artists it was just the end. Saryan was intact, but by the 1940s, 
the maestro had hardly any illusions about the country in which he lived. 
He focused on creating ideologically neutral landscapes and on pedagogical 
activities.

By this time, the idea of creating a national higher artistic educational 
institution was actively discussed among Armenian intellectuals. Ara Sargsyan 
and Martiros Saryan, a sculptor and an artist, repeatedly tried to implement 
this idea in Moscow. Finally, in 1944, they received consent to open an Art 
Institute in Yerevan. The first entrance examinations to the institute took place 
in the summer of 1945, and Valeriy Geghamyan became a student. At that 
time, the institute consisted of two faculties: the Sculpture Faculty, which 
was supervised by the first rector, Ara Sargsyan, and the Painting Faculty, 
headed by Martiros Saryan. Geghamyan was incredibly lucky to learn from 
the inspired master.

Geghamyan’s diary entries reflect the enthusiasm of the teacher. It is not 
even about compliments to Saryan’s works, although there plenty of them in 
his diary, but about reflections, which were clearly formed under the influence 
of Saryan’s personality. “I see Europe, which is nothing, I see through it very 
well. I live in this century and I must see the failure of Europe, terrible and 
tubercular; orange-bright east, its sunny eastern skies. The East is the Lord of 
everything... ” [9, p. 3]. Before the revolution of 1917, Saryan traveled a lot 
around the Middle East, he was in Turkey, Egypt, dreamed of going to China 
and Japan, though never did that. All his life he worshiped the archaic art of 
Egypt, Assyria, Persia.

He inspired Geghamyan with the same enthusiasm: “Egypt. Blurred 
harmony. Indescribable Beauty” [9, p. 82]. “The drawing style should be 
Egyptian, it should attach meaning to all shades of thoughts without realism” 
[9, p. 134]. Egypt, Egypt ... You come across this proper name with enviable 
regularity on the pages of the diary, being second only to Armenia in terms of 
frequency of use.
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achievements of great artists. After all, it has long been possible to master the 
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From Saryan, Geghamyan took over the explosion of pure colors, the 
tendency to image applicability, the refined conventionality and the tendency 
to symbolism, and, of course, the tempera passion (Appendix 11). “What is 
painting? IT IS COLOR. And color is Martiros Saryan” [9, p. 104].

At the same time, one of the main differences between Geghamyan’s 
painting and Saryan’s painting is that Geghamyan thought in a different scale, 
Saryan’s chamber nature was uncharacteristic to him. The conventionality of 
the image, which Geghamyan was always aspired to, is a convention not of 
a medieval miniature, but of an antique fresco or sculpture. His worldview 
differed from the teacher’s outlook as well. Saryan believed that “art should call 
a person to life, to struggle, to inspire him with faith and hope with timeless, 
universal motives, but not to suppress him with a description of tragic scenes” 
[41]. Geghamyan never created an encouraging and comfortable art, it was 
rather filled with power, greatness, drama.

In 1948, despite the obvious success in the organization of the artistic 
environment, Saryan was charged with the heaviest accusation for the artist 
in those years. He was accused of formalism. Student Geghamyan in his diary 
compares the teacher at that time with Lear: “... laughter ... King Lear ... a truly 
rational person who, under the influence of the blows of life, can sometimes 
go crazy” [9, p. 6]. And then passionately writes: “Oh, Saryan! My heart wants 
to reunite with your sadness” [9, p. 20]. But what could a young artist do? 
He could just admit bitterly “... the memories of your life will remain your 
shadow, your inner cruel silence” [9, p. 20].

Based on the testimony of the members of the Geghamyan’s family, 
the maitre stayed at the house of the Ter-Meliksitsian family when he went 
to the open air in Garni. Friendship associated Geghamyan with the Saryan’s 
eldest son, Sarkis. He was older, he studied at the university, later he built a 
brilliant scientific career in the field of literary studies. Sarkis Saryan became 
a specialist in Italian medieval and Armenian literature. Some sources give 
information that Sarkis took his younger friend to the university, and he was 
fortunate enough to listen to the lectures of such academicians as Joseph 
Orbeli, Avetik Isahakyan and other prominent Armenian intellectuals. By the 
way, the sketches of portraits of Orbeli and Isahakian are really present in 
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Geghamyan’s diary (Appendix 12). Geghamyan’s education was versatile and 
did not focus only on the classical set of artistic theories and practices. He 
easily operated on historical facts, deeply knew the history of the development 
of all kinds of arts, and was well oriented in philosophy. Although philosophy 
was still treated as an excessive rationality, preferring: “A miracle. The rest is 
worth nothing, the rest is all philosophy” [9, p. 75].

Formally, Geghamyan had one workshop tutor, but he was lucky to study 
from some other very talented artists. In the second half of 1940s, Hakob 
Kojoyan, Ara Bekaryan, and Eduard Isabekyan were teaching at the Yerevan 
Art Institute. It was Isabekyan who showed the young Valeriy Geghamyan the 
boundless possibilities of large thematic works and aroused interest in them. 
In 1946 Alexander Osmerkin was seconded to the institute from Moscow, and 
Valeriy Geghamyan had the opportunity to learn from the legendary participant 
of the “Knave of Diamonds.”

There are works in the creative heritage of Geghamyan that stand apart, 
they are difficult to classify, because they are nothing but the dissection 
of the heritage of the classics. Among the artists whom he admired and 
whom Geghamyan studied were Bryullov, Vrubel, Gauguin, Ivanov, Korin, 
Michelangelo, Petrov-Vodkin, Repin, Serov and many others. Geghamyan 
literally dissects their paintings. In the process of unfolding the original into 
its component parts, he applies his “geometric” method. As a result, the image 
is collected again as a whole, but it is not even a copy, but a complex analytical 
processing of the original. Such is the painting by Geghamyan based on the 
portrait of the poet Alexander Tsaturyan, 1915, created by Martiros Saryan 
(ill., cat. number 73/p. 196). Geghamyan repeated the original composition, 
but completely changed the color and spatial solution. The sharp contrast of 
orange and blue, separate long vertical strokes, emphasized flatness – the 
artist left the individuality in an even more conventional way than Saryan. 
But, strangely enough, the portrait gained depth due to it. You may see a tired 
satirist instead of an exquisite, topped with laurels lyric and dandy.

Geghamyan’s greatest love is Vrubel. About a dozen direct reworkings 
and a lot of original paintings are preserved in which the artist used Vrubel’s 
pictorial methods to some volume. The family collection contains two 
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beautiful  drawings of Vrubel’s “Pan”: one charcoal, the second in pencil (ill., 
cat. number 256/p. 195, cat. number 276/p. 195). The pencil drawing is the 
quintessence of “Geghamyan’s system”, an extremely rational, mathematical 
one. “The Swan Princess” is painted in the same way (ill., cat. number 277/p. 
195). Such works allow us to understand Geghamyan’s method. Comparing 
the originals with its processing, one can trace step by step how Geghamyan 
lays out the classical volume on his original planes, how these planes form the 
volume again, how his artistic vision is built in general. Geghamyan’s thinking 
is akin to Aristotle, with his desire to decompose the world into components 
and see or create a system everywhere.

“Portrait of Actress P. Strepetova” by Ilya Repin (ill., cat. number 220/p. 
199), “Portrait of Countess O. Orlova” and “Portrait of Ivan Morozov” by 
V. Serov (ill., cat. number 252/p. 197, cat. number 223/p. 198), “Portrait of 
Artist M. Nesterov” by P. Korin (ill., cat. number 247/p. 197), “F. Chaliapin 
as Holofemes” by A. Golovin (ill., cat. number 255/p. 200) and many other 
wonderful paintings are works of a very high level of craftsmanship, as the 
original core samples.

His manner is polysegmental, like any artist, he experienced a whole 
range of influences by masters who he considered himself authorities in art. 
For Geghamyan, it was not a problem to recognize an apprenticeship, but only 
a true master is able to kneel before a mentor.

There is no need to define how much Saryan and beloved Gauguin 
“... whose charm is above all...” [9, p. 140] are present in Geghamyan’s 
works or Vrubel, Isabekyan or someone else, the role of whom is difficult to 
determine. His artistic style is a kind of symbiosis of masterful realism and the 
modernist principles of symbolism, expressionism, fauvism, constructivism, 
embodied by monumental techniques. With a deeper immersion in the 
variety of artistic manifestations of Geghamyan, it becomes clear that the 
influence of the classics on his formation cannot be overestimated. But it is 
also obvious that if Martiros Saryan had not been in his life, he would have 
established himself as an artist anyway. Probably, now we would explore 
the heritage of not the artist Valeriy Geghamyan, but a composer or a writer 
with that name.
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1.3 Complex teaching methods of V. Geghamyan in 1964–1985.

After Geghamyan’s removal to Odessa, a new period of his life started. 
His joy of the new status was overshadowed by his precarious living conditions. 
It was not that easy to find a job on specialty in Odessa. He temporarily worked 
at the artistic workshop in the Odessa regional branch of the Art Fund of the 
USSR, but after a few months was fired due to the lack of orders. Later he 
was enlisted to the Decorators workshop, and he was soon fired on the same 
grounds [79].

Only in the summer of 1964 Geghamyan got a stable job – the position 
of the art teacher at Odessa pedagogical Institute named after K. D. Ushynsky 
(now the South Ukrainian National Pedagogical University named after  
K. D. Ushynsky). For this educational institution Geghamyan is a cult 
figure [42]. It was due to him and his effort that the new Art Graphic Faculty 
was established – alma mater of contemporary artists of the first class.

Geghamyan held the position of a senior lecturer, for several years 
he acted as a Dean, developed curricula, and for many years headed the 
methodical commission of the Faculty. His pedagogical activity is of great 
interest, because the artist did not just copy the guidelines and methods of 
other art schools, primarily from Leningrad, where he personally traveled for 
teaching materials.

Geghamyan consistently developed his own teaching methodology, 
which had clear principles (Appendix 13). He became the author of curricula 
for the preparatory department of the institute, a three-year program for 
the teaching of drawing, painting, composition and plastic anatomy. Based 
on these developments, in the 1970s he compiled detailed work programs 
for conducting the educational process for the fourth-year students. There 
he intelligently wrote out the phasing of tasks and their coherence with the 
teaching staff of related disciplines: the corresponding sections of art history, 
anatomy, perspective, literature. Developments were supported by a serious 
base of sources and had practical recommendations for doing homework.

The methodological manual on working on the graduation project on 
painting, compiled during the same period, contained unique tables with a 
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detailed description of the main stages of the work on the sketch, and was 
supplemented with a large amount of illustrative material. On separate 
sheets, Geghamyan personally depicted all the stages of the student’s work 
on the nude image. Also the artist created similar illustrations for step-by-step 
assignments for other courses.

It should be admitted that in educational and methodical developments 
of Geghamyan, special attention was paid to the drawing of a human figure 
from life. In this case, he inherited the style of Pavel Chistyakov, “the true 
teacher of the indestructible laws of form” [22]. The first task of the artist was 
considered to be a careful and profound study of anatomy. Like Chistyakov, 
Geghamyan tried to teach his students how important it is to know its laws in 
art, he suggested that drawing was the first principle of visual art.

It can be summarized that Geghamyan’s educational system is 
academic, that is, first and foremost, a theoretical basis. Mandatory 
emphasis on drawing from life, an enormous investment of time, and an 
exclusively perfectionist approach. Despite his admiration for the art of 
the East, Geghamyan is absolutely European towards the shape building: 
from general to specific.

“Geghamyan School reminds me of Filonov School. Not on formal 
grounds, but because of a bizarre combination of innovation and dogmatism,” 
said Alexander Roitburd, one of Geghamyan’s most successful students [34].

Geghamyan’s artwork is distinguished by an increased interest to 
nature, especially the human one. Back in the mid-1940s, he set out in his 
diary detailed descriptions of complex emotional states of a person and their 
physiognomic manifestations. “This may be underlying facial structure, vulgar 
redness or a green face. The face may be sullen or ugly; sadness, characterized 
by its shades, gloom, brutal gloom, obesity and so on. In a word, something 
striking in the image of a person is a common sign” [9, p. 5]. Over time, the 
artist would not lose the interest in drawing from life, but would shift the 
focus: he would be interested in a generalized image, rather than individual 
manifestations of human nature. Intended emphasis of the general in contrast 
to the unique would allow the master to create the best samples of thematic 
paintings on versatile subjects.
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Geghamyan-teacher worked with students every day. His teaching 
method was based, like in the past, on the personal example, not on abstract 
theorizing “how to do”. He was constantly in the studio and painted the 
same productions as his students. According to the testimony of students and 
colleagues, the teacher extremely rarely criticized students’ failures. And in 
general, he was laconic and tolerant in evaluating other people’s work.

Colleagues at the Faculty of Graphic Arts unanimously characterize 
Geghamyan as a modest, pleasant and polite person. However, this fact did 
not prevent him from being rigorous and demanding when it came to daily 
practice in drawing. Until now, on the department there are legends about 
the eccentricities of the master. The doors to the workshop were closed 
clearly five minutes before the start of the class. Pencils were sharpened 
in accordance with the unshakable rules – the working surface had at least 
three centimeters. The breaks between the classes were simply ignored 
as unnecessary. At first glance, everything was some kind of educational 
excesses, but in reality, it was a serious attitude towards the profession. The 
inalienable trait of Geghamyan’s character was honesty. He himself devoted 
his life to art and rightly believed that if someone came to the studio at his 
own will, he was a priori ready to do the same.

The teacher considered that the main drawback of young artists, 
including many “stars” of both official and underground art, was their lack of 
academic education, sketchiness and the baselessness of most of the works. 
He rejected official Odessa art on the grounds of the low level of skill and 
fake ideological servility; he did not communicate with nonconformists as 
well, considering their experiments to be frivolous, and didn’t understand 
their bohemian nature.

Geghamyan’s personal archive contains documents about his trips with 
students en plein air to the Crimea and the Carpathians, during which he worked 
alongside his students, as he did in the classroom. Valentin Zakharchenko, a 
student, later master’s friend and colleague, recalled such trips to the Sudak 
area. According to him, the students were busy for a month or two and left, 
and the artist stayed in the Crimea for a few more weeks, worked and rested 
alone. For him, it was a rare chance to remain alone with art.
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Geghamyan-teacher worked with students every day. His teaching 
method was based, like in the past, on the personal example, not on abstract 
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Oksana Furlet, a student of one of the last enrollments by Geghamyan, 
recollects an interesting episode related to the Crimean plein air that happened 
in the early 1980s. The general opinion of the students and colleagues of Ge- 
ghamyan about him was that he was a peculiar, but emphatically educated 
and affable person. One day she became a witness to Geghamyan’s absolutely 
uncharacteristic deed. They were sketching a sitting figure of an elderly 
woman. The model was a curvy woman with Geghamyan’s favorite majestic 
stature, but she had never worked with the master before and did not know his 
requirements for the behavior of the models. She was very talkative and was 
fully ignoring suppressed irritation of the artist. Finally, after an hour of her 
ongoing chatter, he could not resist and snapped: “Model! Shut your mouth!” 
Everyone jumped, including the model and students. According to Oksana’s 
memories, this was the only case known to her when Geghamyan allowed 
himself to demonstrate negative emotions towards another person. Creativity 
was his essence, in the process of creating a picture there was nothing for him 
except the process itself. Geghamyan considered the daily practise to be the 
basis of skill.

The dry analytical system of drawing developed by Geghamyan demanded 
absolute immersion and full dedication from students. This absorbed young 
artists so much that after graduation some of them had to “move away” from 
it for several years to find their own style. However, the best characteristic 
of the master’s pedagogical activity was the comments of colleagues that 
Geghamyan’s students were easy to recognize. The reason for this is the 
extremely scrupulous and mathematically verified drawing.

Zina Borisyuk worked in tandem with Geghamyan for many years. As a 
rule, they taught one group: Geghamyan taught drawing and composition, and 
she taught painting. In her opinion, Geghamyan was a complicated personality, 
he combined different qualities. On the one hand, he was a very cultured, 
decent, charming man. On the other hand – a man of principle, with a keen 
sense of self-worth. He always kept at some distance; it was almost unreal to 
get to the “inner circle” of Geghamyan, to say nothing of getting an invitation 
to visit his home. Perhaps only one person from the academic environment 
who managed to really get close to the master was Valentin Zakharchenko, 
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despite the fact that they belonged to different generations, had different tastes 
in art, differed in temperaments and methods of work.

In the drawing with a pencil or charcoal by Geghamyan system, a strong 
rational component prevails over the emotional one. But, if we talk about 
his painting, then it is devoid of such a feature and is absolutely balanced 
(Appendix 14). “Geghamyan system is the highest mathematics of plastics, 
this is the metrology of the color spot, this is the syntax of anatomy, this 
is the prediction of computer-aided 3D modeling algorithms, and finally, 
it is a religious doctrine”, Alexander Roitburd defined the essence of the 
Geghamyan’s method [34].

Oksana Furlet believes that Geghamyan’s system, based on the primacy 
of form and the classic figure “from the cube”, was brought to perfection by 
him. He taught to “cut” this cube, literally cutting out the form from it. He 
showed that the volume can appear in the work only when the line had a width 
of no more than a millimeter (Appendix 15). He absolutely did not recognize 
the shading of charcoal or pencil, considering it as a hack. By the way, the 
artist never used an eraser.

According to Vasily Ryabchenko, one more brilliant maestro’s apprentice, 
there is no other equal draftsman to Valeriy Geghamyan. “I remember he came, 
glued a strip of wallpaper – three meters high, one and a half wide. And drew. 
And it was just brilliant” (Appendix 16) [35].

Creativity and teaching of Valeriy Geghamyan are purely synthetic. Both 
types of his activity are based on classical European traditions, but eventually 
they are characterized by absolute novelty. 
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PART 2. THE ART UNIVERSE OF V. GEGHAMYAN

2.1. Coloring and layout of still lifes and landscapes.

It was unacceptable for Valeriy Geghamyan to have an easy, ironic 
attitude to the art. He also didn’t see any point in playing with viewers or 
patronizing them from a creator’s standpoint. For all his life, he was exhibited 
only a few times and never sold his works, although he could make a brilliant 
career of portraitist, being highly demanded in this genre. After graduation 
from the institute of arts, a young painter was immediately recommended to 
Armenia Art Foundation, with special emphasis on his professional qualities 
as a portraitist [81]. For a year, before moving to Moscow, he was in charge of 
portrait department of the Art Foundation, which truly speaks volumes.

Nowadays, Valeriy Geghamyan is famous mainly as an author of large 
narrative paintings and portraits, however, he didn’t reject the so-called 
“easier” genres. He considered landscapes and still lifes to be an integral part 
of learning a craft of painter. He believed that only observing and following 
nature is able to develop a coloration talent of young painter, while training 
in still life provides a sense of compositional balance. The master himself 
was infinitely free from any dogmas in both genres. His incredible coloration 
and difficult, sometimes intentionally disharmonious compositions may lead 
to confusion, but they always arouse a desire to look at them more attentively.

The whole series of landscapes, in particular of Odessa, Armenia, the 
Carpathians, and Crimea, are well-known. There is also a range of works 
created by the painter by memory. Generally, these are the views of Geghard 
(ill., cat. number 313/p. 185, cat. number 383/p. 186, cat. number 384/p. 186, 
cat. number 402/p. 186).

Every summer Geghamyan took a group of students to the Carpathians 
or Crimea for a practical training. This tradition remained unchanged during 
all the twenty years of his teaching activity. He made the arrangements with 
local authorities concerning accommodation and meals for his pupils in 
advance. Nevertheless, it should be noted that he didn’t sought to nanny his 
students, trying in every possible way to get free from load of responsibilities 
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and completely focus on creativity. Valentin Zakharchenko recalled how 
once in Crimea Geghamyan, with the skill of a true magician, got rid of his 
group, entrusting it to Zakharchenko himself, and meanwhile was enjoying 
the silence and completely immersed in painting. Moreover, he even didn’t 
notice that a young teacher was virtually falling apart in attempts to gather 
and organize several dozens of students who at once felt freedom and 
impunity. As a rule, after the students group left, Geghamyan was trying 
to stay for a few weeks more, to have a rest from teaching, and peacefully 
work. During his own vacations in 1960s–1970s, he several times visited 
his homeland, Garni, together with family, where he was also painting the 
nature constantly.

The Carpathians, the Crimean Mountains, and the Gegham Range are 
the terrains having different climate, coloration, characteristic features and, 
of course, history. They are recognizable on the paintings of the artist, despite 
the absence of signatures (ill., cat. number 71/p. 185, cat. number 179/p. 184, 
cat. number 281/p. 187). Some researchers trace a certain similarity between 
Caucasian landscapes by Geghamyan and landscapes by Saryan. Unlimited 
coloration possibilities of Armenian painters in general appear on the surface. 
From that perspective, similarity of paintings by Geghamyan and Saryan 
is definitely obvious. Yet, the differences are more sufficient: the manner 
of Martiros Saryan is softer, more lyrical and chamber, while the style of 
Geghamyan is far harder and more monumental. Painting by Geghamyan is 
painting of local color spots, and in landscapes he stayed true to his manner. 
In spite of quite a hard form, he brilliantly coped with the main artistic task – 
expressiveness of image (ill., cat. number 57/p. 184).

Still life, as a frozen and quite artificial construction in the artist’s work, 
is very ingenious. Ingenious artificiality is a feature of Geghamyan. There is 
a small number of first-class still lifes in the market turnover and a bit more 
preserved in the family collection. They are always united by two aspects: 
a similar coloration (all of them are made in a warm red-orange scale) and 
an abundance of objects in the compositions. Geghamyan had no interest in 
right proportions, following optical laws, or other features of realistic art. 
His still lifes are symbols, codes, rather than photo-recording of reality  
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(ill., cat. number 143/p. 191, cat. number 153/p. 190, cat. number 161/p. 190). 
In Soviet Union of 1960s – 1970s, exactly when these works were created, 
such art, which was, in fact, absolutely European, didn’t find much response 
of cultural functionaries.

While staying in Odessa with his exhibition in 1970s, Armen Atayan 
visited the flat of his fellow student Valeriy Geghamyan, saw his works, and 
noticed that the painter became even more nervous and withdrawn because 
of a lack of understanding of his artistic language by his colleagues. Still, he 
didn’t work in a manner convenient for The Artists’ Union and didn’t find 
social realism attractive. In this, he wasn’t, however, an actively protesting 
artist with spectacular, although superficial artistic expressions. He did not 
aspire to the underground culture and, actually, took no interest in it, regarding 
it as senseless.

Still lifes by Geghamyan often contain an ethnic component: housewares, 
textile and everyday items of his homeland, fruits and bread, i.e. sets of symbolic 
items, associated with prosperity and longevity in folk consciousness (ill., cat. 
number 143/p. 191, cat. number 162/p. 191, cat. number 165/p. 192). Yet, in 
these works the author could also depict random combinations of items that 
attracted him by their shape, color, or texture. Furthermore, sentimentality or 
inclination to romanticize folk reality are not typical of Geghamyan. Such motifs 
and moods are not found among other genre series. Mainly, he was not much 
interested in private everyday life of people.

Simple bright items are “scattered” in the space of paintings, they can 
completely fill the space of work or “fall out” of the boundaries of 
cardboard. This strengthens the impression of randomness and 
fragmentariness of image as a part of something bigger, something that exists 
in a real space and time (ill., cat. number 341/p. 191, cat. number 165/p. 192). 
The composition technique, widely used by hyperrealists for emphasizing 
photorealism of image, in this case is intended for the opposite aim: 
generalizing the reality and reducing its items to symbols.

A lack of depth and accentuated flatness of image, traditional for 
Geghamyan, still allow reproducing the texture of items, ceramics, though 
conventionally.
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Ceramics, textiles, metal, wood are not tangible by the viewer, do not 
provoke naive surprise of naturalistic imagination, instead, they are quite 
recognizable, and the author is satisfied with it. His task is not to create 
an artificial fragment of reality in a form of photographic document, but to 
show that a true reality around us, the one we cherish and stick to, is a pure 
convention and a symbol of our idea about it.

Still lifes by Valeriy Geghamyan are in demand among collectors 
and rare on the art market. At the same time, these works include truly 
special ones: sometimes the author used both sides of cardboard for 
painting, the family collection contains several double-sided works. We can 
see a still lifes at one side of the medium, and at the reverse one – a 
fragment of narrative painting or a conventional portrait (Appendix 17).

2.2 Archaic and innovation of pictorial “ballet” cycle.

One of the most spectacular cycles of works by Valeriy Geghamyan is 
“Ballet”. This conventional title unites a series of paintings, created at the 
end of 1960s and during 1970s in Odessa. For any painter, it’s challenging 
to interpret ballet motifs in an innovative way. The reason lies in the 
fact that a topic of dance has been addressed by numerous artists during 
several epochs – the topic is very beneficial in terms of art methods, it is 
compositionally attractive, rhythmically privileged. Female dancers were 
depicted already by Ancient Egyptians, and Geghamyan’s admiration of 
Egyptian antiquity is well-known and confirmed by entries in his personal 
diary. Of great interest are Ancient Greek images of female acrobats and 
dancers starting from Crete-Mycenaean period, whose influence is easily 
traceable in several cardboard works by Geghamyan, created in 1970s. 
It’s difficult to resist the charm of ballet crayons by Degas, as well as his 
bronze little dancer, not to be fascinated by courage and extraordinary 
vision in works by Toulouse-Lautrec, which became an ode to the world 
of stage. Theatrical decorativeness of ballet and theatrical motifs of 
Russian artists of Silver Age – all these served as an inspiration for  
many painters.
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Geghamyan was no exception. During the entire life he took an interest 
in human body. Actually, it was not a feature of individual, but rather an 
aesthetic shape-forming category. Large-sized canvasses and cardboards of the 
series “Ballet” depict monumental powerful bodies, always in a spectacular 
angle, with perfect elaboration of form or exaggerating these forms (ill., 
cat. number 11/p. 171, cat. number 13/p. 171, cat. number 21/p. 171, cat. 
number 85/p. 172). Body serves as a building material for compositional 
conceptions of the painter. Ballet images by Geghamyan attract attention by 
a completely dissonant solution – they directly contradict the conventional 
image associated with ballet perception. The nature of dance is, first of all, 
delicacy, airiness, and beauty of movement, grace of rhythmics. Geghamyan, in 
contrary, interprets his images in an absolutely different manner, not departing 
from usual features of his characters, from typification and power. Rarely, he 
resorts to a different interpretation, but even in such cases he doesn’t fit into a 
conventional model of art in the context of the ballet world.

The works of the series are highly decorative and symbolic (ill., cat. 
number 33/p. 170). In this series of works, image formation by Geghamyan 
could not be more extraordinary. Dance has always been associated mainly 
with lightness, transparency, grace of images. However, Geghamyan breaks all 
the stereotypes: the images of dancers, created by him in 1970s, are, as usual, 
quite heavy, theatrically-flat, sketchy. Actually, these are typified images. In 
each work, the painter depicts not a specific model who inspired him, but a 
generalized image, and all traces of the inspirator disappears. In fact, a certain 
model (if there existed one) was just an impetus for a desire to paint, but not 
more, inducing the rush of inspiration and then fading into the background.

The recent information allows more distinct defining the origins of Ge- 
ghamyan’s interest in this topic. Valeriy had a relative from his mother’s side 
– Laura Vartanyan (1942–1994), a famous Armenian dancer and film actress. 
She was educated as a professional choreographer, worked at Armenian Folk 
Song and Dance Ensemble, starred in eleven successful films of Armenfilm in 
1970s, later immigrated to the USA. It was the peak of her career when Valeriy 
Geghamyan created the ballet series. Laura, just as Valeriy, was born in Garni, 
in the same family house of the Ter-Meliksetyans. Being already a famous
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actress, she visited her parents in Garni, and Yerevan creative intellectuals 
were frequent guests of their home. In the same period, in summer, Valeriy 
Geghamyan came to homeland with his family. The impressions of the artistic 
dancing beauty embodied in a whole series of paintings. Undoubtedly, these 
are not Laura’s portraits, but she became the impetus arousing the painter’s 
interest in studying a new plastique.

Ballet paintings by Geghamyan were created in classic oil on canvas 
technique (ill., cat. number 29/p. 170, cat. number 30/p. 170, cat. number 315/p. 
170), oil on cardboard (ill., cat. number 176/p. 208, cat. number 21/p. 171, cat. 
number 27/p. 171), as well as using tempera (ill., cat. number 13/p. 171, cat. 
number 33/p. 170).

Three early paintings on canvas are especially interesting due to a more 
realistic manner of painting as well as a “mosaic structure” of image and fine 
color solutions. Diagonal composition remains unchanged in all three works: 
stretched figure of a ballerina with her arms crossed on chest, her closed eyes 
being an embodiment of a poetic tragedy. This work evokes slight associations 
with “Swan Lake” by Tchaikovsky, thus, it’s no coincidence that one of these 
paintings is known in literature under unofficial name “The Dying Swan”. Yet, 
two more works on cardboard (ill., cat. number 11/p. 171, cat. number 85/p. 
172) create an allusion on a Spanish dance, one of the dances at Siegfried’s 
Ball. Geghamyan has no other, except emotional, confirmation for this plot. 
The ballet paintings are based on symbolism and decorativeness; they are not 
narrative and have no plot.

The painting “A La Seconde” is a large study from nature, having the 
size of two and a half by one and a half meters (ill., cat. number 4/p. 172). 
Young Valentin Zakharchenko once visited the classroom of Geghamyan 
together with his friend Liuda Tolkunova, introduced them, and noted that she 
did dancing. Geghamyan immediately was filled with enthusiasm and asked 
her to pose. Luida differed from Geghamyan’s favourite type of woman, being 
graceful and delicate. To Zakharchenko’s joking comment, “Didn’t you say 
you don’t like such ladies?”, Geghamyan replied, smiling, “Who knows what 
I said!”, and started working. However, the painting depicted not real Liuda 
Tolkunova, but a conventional ballerina, noticeably gaining leg muscles.
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“Dancer. Rest” (ill., cat. number 130/p. 166), magnificent in terms of 
coloration, is a small, by the standards of Geghamyan, work – only 140 x 70 cm.  
As in the majority of works by the artist, it lacks depth of space, and all the 
attention is focused on the foreground, namely, on a dancer, sitting with her 
back half-turn, in a unbuttoned dress for performance.

Commonly, figures hardly fit in the boundaries of paintings by 
Geghamyan. The artist thought by large formats and invented a whole 
technology of forming the medium of a painting. Canvas is difficult to 
work with, since it requires seaming to change the size of work. Moreover, 
canvas significantly increases costs on creation of a painting, complicates 
transportation and storage. Hence, Geghamyan gradually transferred to 
cardboard, which could be quickly cut and glued, it was lightweight and did 
not require an underframe in the process.

Some of the “ballet” works, as it was previously mentioned, were 
created using tempera. The properties of this material perfectly suit both 
for creating decorative cardboards and working on theatrical decorations, 
considering the undeniable aptitude of a theatrical painter Geghamyan had 
– he could be a wonderful set designer. Additionally, tempera is appropriate
for monumental paintings, and works by Geghamyan are predominantly
large, which, naturally, could not facilitate creating a feeling of grace of
ballet images. The painter achieved such impression by other means,
without sacrificing the size of cardboards and canvasses. What contradicts
in the works by Geghamyan to the conventional image of ballet is, first of
all, the majority of ballerinas firmly standing on the ground on their strong
feet, having no shades of refinement and grace, customarily connected with
dancers. Compositional solution always emphasizes solidity and power – it is
often close to pyramidality, i.e. the most stable shape. Frequently, ballerinas
are not just standing on the ground, not just barely touching it with toes, but
they are standing, similarly to colossi, on the legs spread, typically straight,
just like in Ancient Egyptian ritual step.

One more regularity is also of great interest: the figures of dancers are 
generally composed the way that their feet are cut off – a solution that was a 
bold break of main laws of composition, but it undoubtedly was intentional. 
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In the fragments where composition implies presence of feet, they are, yet, not 
outlined, i.e., they are also absent intentionally (ill., cat. number 97/p. 172). 
The same feature is present in the works “Ballerina in White Clothes” (ill., 
cat. number 11/p. 171), “Ballerina with Two Vases” (ill., cat. number 13/p. 171), 
“Ballerina with a High Collar” (ill., cat. number 85/p. 172), “Naked Ballerina” 
(ill., cat. number 21/p. 171).

In ballet motifs by Geghamyan exists an interesting parallel with Ancient 
Greek motifs, and, moreover, not with the classical, smoothed rhythmics 
and completeness of composition scheme, but with Archaic, even Cretan-
Mycenaean. In such works, it’s difficult to avoid associations: in some 
cases – with frescos of the Minoan period (ill., cat. number 33/p. 170), in others 
– with Archaic kore, their symmetry and pose (ill., cat. number 13/p. 171). 
It’s fascinating that the figures, stocky and manlike, as if carved out of a 
block by Mikelangelo, suggest the parallel not with kore, but rather kouros, 
tracing its roots back to ancient Egyptian sculptural images.

In the work “Ballerina in White”, at the bottom of the composition we 
can see a strip of ornament – parallels with black- and red-figure vase painting 
of Ancient Greeks appear on the surface of perception and associative series. 
It’s interesting that virtually all ballet images of the painter which imply 
Ancient Greek shades are warm or, as it’s possible to say, hot in coloration. 
The general “color sounding” of these works also echoes both Ancient Greek 
vase painting and Crete frescos.

Beside ballet, in 1970s Geghamyan created a range of large universal 
female images (ill., cat. number 1/p. 166, cat. number 7/p. 167). The 
frontal and static nature of archaic art, admired by Geghamyan, multiplied 
by symbolism and immensity, result in eternal goddesses in front of the 
viewers’ eyes: beyond beauty and ugliness, good and evil. Similarly to any 
force of nature, they are ruthless and inescapable, however, beautiful in their 
grandeur.

“The Blue-Eyed” (ill., cat. number 1/p. 166) is especially decorative, 
although the painter himself, according to his students, disliked and disclaimed 
decorativeness, regarding it as a vain forming. Ironically, the creative genius of 
Geghamyan, all his artistic heritage consist, basically, in a form, conventional 
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and generalized, together with interplay of color, strive for the spectacular.  
His paintings are an example of new decorativeness, not superficially-
comfortable that relaxes and consoles, but disturbing, making us look with 
eyes wide open.

The space of the picture is again just a convention. Although the 
author introduces additional objects, intentional distortion of a straight-on 
perspective allows him to avoid unnecessary realism of image. Realism, in 
Geghamyan’s opinion, is quite boring, and it is not necessary at all in the tasks 
of reaching the borders of symbolism. In realistic art, built according to the 
laws of perspective, it’s possible to achieve the effect of conventionality and 
symbolism only by introduction of straightforward attributes-symbols into an 
image. Geghamyan masterly avoids it, his generalized images do not require 
descriptive symbolism or hints to a viewer.

2.3. The balance of ethics and aesthetics in large thematic paintings.

Geghamyan is an idealist, therefore seductiveness of evil is strange to 
him. Looking at his works, you need to forget about the vague criteria of 
good and evil. Moral boundaries of personality are so distinct and strict for 
him as the lines of his paintings.

In our century of complicated and shifty truth, such certainty appears 
outdated, being far from postmodernist bunching of moral relativism. But, 
remarkably, Geghamyan, having certain vision of good and evil, is definitely 
not a one-dimensional artist. He manages not to sink to primitive lecturing, 
he just calmly states: here is beauty, here is ugliness, here is good, and 
here is evil. Furthermore, physical ugliness of characters by Geghamyan, 
similarly to an ancient myth, reflects the ugliness of soul.

“Mockery” and “Rebellion” are some of the main epic works of 
Geghamyan, with the immense power of impact on a viewer. The primary 
sketch (ill., cat. number 86/p. 211) is of great interest, containing two 
schematic scenes which were divided by the painter in the course of work. 
As a result, he created several grand works with different plots. The bottom 
of the sketch transformed into “Mockery” (ill., cat. number 35/p. 214, cat. 
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number 82/p. 215, cat. number 304/p. 214), while the top – into “Rebellion” 
(ill., cat. number 39/p. 218, cat. number 302/p. 218).

The size of the paintings is impressive, being on average three and a 
half by two and half meters. Nevertheless, a tendency of exaggeration of 
everything – the size of works, features of the characters, passions – is a 
habit of Geghamyan. To the painter’s credit, his works look not just big, but 
majestic. Evidently, achieving such an effect is possible only by offering a 
quintessence of beauty to a viewer, and Geghamyan was brilliant in it.

“Mockery” (ill., cat. number 304/p. 214) is a splendid work. It is still a 
mystery how the painter could achieve such an effect. The topic seems to 
be cliché, the composition doesn’t impress with uniqueness, the idea of 
opposition of crowd and personality is a classic – how could all these 
amaze? However, a lonely monochrome figure in a trench coat standing in 
front of a crowd of naked, motley trolls evokes virtually physical 
feeling... not of fear, but rather perplexity, and the eternal silent question of 
those who differ, “Lord, what am I doing here?” is racing round  in a head.

A small sketch of this painting (ill., cat. number 82/p. 215) comprises 
an obvious parallel with a classic plot – the mocking of Christ. Haughty, 
dressed-up monsters with conventionally human faces, roaring with 
laughter, are standing behind the messiah. In a little distance – two 
faceless female figures with their heads down, understanding and accepting 
anything. In such an interpretation, not everything is so hopeless; here exists 
a balance between human and primitive. However, it was not implemented 
by Geghamyan in the completed work. It could have seemed too 
straightforward for him. In the final version (ill., cat. number 304/p. 
214) there is no sign of such a balance. The character not only entirely 
lost any features of messiah, but he is lonely in front of a crowd of 
conventional people going wild. Their ugly essence doesn’t wear 
luxurious clothes anymore, it is literally naked and overwhelms with its 
mass. Ugly bodies, ugly souls.

One more version of “Mockery” (ill., cat. number 35/p. 214) suggests the 
same idea, but using a different method. We observe a common technique of 
opposition. A slave market is implied. In the foreground, there are four naked 



126

and generalized, together with interplay of color, strive for the spectacular.  
His paintings are an example of new decorativeness, not superficially-
comfortable that relaxes and consoles, but disturbing, making us look with 
eyes wide open.

The space of the picture is again just a convention. Although the 
author introduces additional objects, intentional distortion of a straight-on 
perspective allows him to avoid unnecessary realism of image. Realism, in 
Geghamyan’s opinion, is quite boring, and it is not necessary at all in the tasks 
of reaching the borders of symbolism. In realistic art, built according to the 
laws of perspective, it’s possible to achieve the effect of conventionality and 
symbolism only by introduction of straightforward attributes-symbols into an 
image. Geghamyan masterly avoids it, his generalized images do not require 
descriptive symbolism or hints to a viewer.

2.3. The balance of ethics and aesthetics in large thematic paintings.

Geghamyan is an idealist, therefore seductiveness of evil is strange to 
him. Looking at his works, you need to forget about the vague criteria of 
good and evil. Moral boundaries of personality are so distinct and strict for 
him as the lines of his paintings.

In our century of complicated and shifty truth, such certainty appears 
outdated, being far from postmodernist bunching of moral relativism. But, 
remarkably, Geghamyan, having certain vision of good and evil, is definitely 
not a one-dimensional artist. He manages not to sink to primitive lecturing, 
he just calmly states: here is beauty, here is ugliness, here is good, and 
here is evil. Furthermore, physical ugliness of characters by Geghamyan, 
similarly to an ancient myth, reflects the ugliness of soul.

“Mockery” and “Rebellion” are some of the main epic works of 
Geghamyan, with the immense power of impact on a viewer. The primary 
sketch (ill., cat. number 86/p. 211) is of great interest, containing two 
schematic scenes which were divided by the painter in the course of work. 
As a result, he created several grand works with different plots. The bottom 
of the sketch transformed into “Mockery” (ill., cat. number 35/p. 214, cat. 

127

number 82/p. 215, cat. number 304/p. 214), while the top – into “Rebellion” 
(ill., cat. number 39/p. 218, cat. number 302/p. 218).

The size of the paintings is impressive, being on average three and a 
half by two and half meters. Nevertheless, a tendency of exaggeration of 
everything – the size of works, features of the characters, passions – is a 
habit of Geghamyan. To the painter’s credit, his works look not just big, but 
majestic. Evidently, achieving such an effect is possible only by offering a 
quintessence of beauty to a viewer, and Geghamyan was brilliant in it.

“Mockery” (ill., cat. number 304/p. 214) is a splendid work. It is still a 
mystery how the painter could achieve such an effect. The topic seems to 
be cliché, the composition doesn’t impress with uniqueness, the idea of 
opposition of crowd and personality is a classic – how could all these 
amaze? However, a lonely monochrome figure in a trench coat standing in 
front of a crowd of naked, motley trolls evokes virtually physical 
feeling... not of fear, but rather perplexity, and the eternal silent question of 
those who differ, “Lord, what am I doing here?” is racing round  in a head.

A small sketch of this painting (ill., cat. number 82/p. 215) comprises 
an obvious parallel with a classic plot – the mocking of Christ. Haughty, 
dressed-up monsters with conventionally human faces, roaring with 
laughter, are standing behind the messiah. In a little distance – two 
faceless female figures with their heads down, understanding and accepting 
anything. In such an interpretation, not everything is so hopeless; here exists 
a balance between human and primitive. However, it was not implemented 
by Geghamyan in the completed work. It could have seemed too 
straightforward for him. In the final version (ill., cat. number 304/p. 
214) there is no sign of such a balance. The character not only entirely 
lost any features of messiah, but he is lonely in front of a crowd of 
conventional people going wild. Their ugly essence doesn’t wear 
luxurious clothes anymore, it is literally naked and overwhelms with its 
mass. Ugly bodies, ugly souls.

One more version of “Mockery” (ill., cat. number 35/p. 214) suggests the 
same idea, but using a different method. We observe a common technique of 
opposition. A slave market is implied. In the foreground, there are four naked 



128

figures, farther – a laughing idle crowd. Geghamyan is a great specialist in 
conventional character type. His multi-figure compositions are a wild carousel 
of faces, bodies, emotions, moods, and images.

Thus, there are four naked bodies, four doomed, two men and two 
women. Seemingly, if they are united in their fate, they should compose 
a whole, being a carrier of the same idea. However, the compositional 
center of the painting is a pale angular female figure, almost deprived of 
volume. Again, as in the previous version of “Mocking”, Geghamyan used 
a technique of color contrast for accenting. As opposed to unthinkable 
colorfulness of the crowd, the main character is monochrome and bodiless. 
Probably, it is eternal opposition of body and spirit. In contrary to the first 
version, the female character is in armor of her detachment. She doesn’t 
lament, as her fellow sufferer from the previous painting, but says with all 
her appearance that she is not here. The rest of naked bodies are perceived 
as a part of the motley crowd. They are absolutely corporal and, considering 
their grotesque earthiness, embody everything primitive. Geghamyan’s 
idea is interesting: it turns out that not all obvious victims are decent  
of different fate...

Geghamyan is a monumental painter according the type of artistic 
thinking, hence, his works are very static. “Rebellion” (ill., cat. number 302/p. 
218) is an exception that proves this rule, a strikingly dynamic painting. 
Against the background of the huge crimson sun and a church that reeled in 
smoke, the action unfolds: simultaneous procession and appeal.

It has a familiar linear composition and several grounds. At the first one 
we can see “the lower class” – strong, naked bodies, deformed faces. At the 
second one – the monolith of “the upper class”: power and control, embodied in 
the generalized characters of religious and secular rulers, the masks of haughty 
calmness and confident superiority. Geghamyan’s all-time favorite technique of 
opposition is implemented here by means of contrast of a dynamic appealing 
crowd and static character of the commanding. Yet, here exists an intermedium 
connecting both of the groups – a mysterious leader, and again, a 
meaningful monochrome center of the painting is accented. A monumental 
person, wearing a black soutane, unbuttoned 
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on the chest, holds a thurible in his left hand. His right arm, raised in a 
patronizing gesture, is about to become the dominance of the painting... 
Still, Geghamyan lacked the size. And now the viewer’s attention is focused 
on another outstretched arm – that of a muscular torch-bearer, looking back 
at the rulers and illuminating their faces. We can see not the warring sides 
when one group rises up against the other, as it may seem at first glance. 
On the contrary, they are united for an accomplishment the author leaves 
a viewer in the dark concerning the aim of the rebels. Where and for what  
do they strive?...

Valeriy Geghamyan is a strong colorist by nature, moreover, he had 
influence of Saryan’s school. His paintings simply impress by color solutions. 
At first, they may even be perceived as a color cacophony. Nevertheless, 
the coloration by Geghamyan is similar to complicated intellectual music. 
The farther from the sweet-and-smooth harmony the composer departs, the 
more stunning effect it will make on the one deciding to immerse in this 
music. “Color shouldn’t create merely light harmony”, reminds Geghamyan 
unobtrusively from the pages of his diary [9, p. 104].

The family collection of the master contains a large fragment of version 
of “Rebellion” (ill., cat. number 39/p. 218). Nine figures are “squeezed” into 
a quadrangle, close to a square. The background is deep blue, the faces are 
disgusting, exaggeratingly hideous. Each of them is “shaped” by numerous 
color spots, combined in an absolutely wild way. It is easy to recall the 
violent expression of the Fauvistes.

Resemblance with artistic means of symbolism, expressionism and 
fauvism is often ascribed to the manner of Geghamyan. In all fairness, it 
should be noted that he, in fact, “draw power” from European art of the first 
half of the twentieth century, yet, equally as from the art of High Renaissance, 
Ancient Egypt and Medieval Armenia. Geghamyan is not a simple painter; 
he combines too much academic education and personal talent to be easily 
resolved into simple components and reduced to unambiguous categories. 
Moreover, the artist himself believed that, “...creativity should comprise 
everything. One cannot say that something is outdated and something is 
new” [9, p. 27].
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Undoubtedly, among a variety of topics in creative life of Valeriy Ge- 
ghamyan, several ones are standing apart. Too personal matters frequently 
adsorbed the artist, although Geghamyan successfully coped with boundaries 
of his own world perception and managed to create works of universal 
orientation.

Artistic research of national aesthetics by Geghamyan is not limited 
to statement of exoticism or historical past. His ethnic images and narrative 
paintings based on national plots appear completely national, declaring the 
similarity of human nature rather than conventional differences. They show 
the viewer that good and evil do not have any national features.

In the period of creative retreat (1985–2000), Valeriy Geghamyan created 
several large-format paintings he had never showed to anyone – “Khachkar” 
and “Loveless Wedding”. Sometimes, these works are mistakenly interpreted 
as a diptych, considering the similarity of format and artistic manner. Both of 
the pictures are pronouncedly flat, their space and volume are conventional, 
linearity prevails over picturesqueness. However, the paintings completely 
differ thematically, being unlikely to unite in terms of ideas.

The fragments of these paintings were seen by the closest relatives of 
the artist, yet neither they, nor the author himself had ever looked at them from 
the distance at the exhibition. Due to the large size, it was impossible to store 
the works unfolded, even no stretchers for them existed. Furthermore, the 
paintings were, in fact, created by fragments. For a long time, they had been 
lying on the shelves in the flat of the painter just as rolls. And only a range of 
complex restoration works allowed preserving and stabilizing these paintings. 
Only afterwards there was an opportunity to exhibit them without any fear 
about their safety.

“Khachkar” is a painting the master had been working on for the 
last fifteen years of his life (ill., cat. number 317/p. 230). Geghamyan was 
persistently searching for a form of implementation of his idea. The earlier 
narrative works of the artist, namely “Rebellion”, or paintings from the cycle 
“Satirical Images of the Past” (ill., cat. number 42/p. 209, cat. number 176/p. 
208, cat. number 181/p. 209) show more compositional freedom, and the 
painting itself is unpredictable and emotional. “Khachkar”, in contrary, is 
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graphic and refined, it doesn’t contain any random lines or an expressive 
color spot.

Quite a significant number of sketches, preliminary works, and 
versions of this painting are preserved. These are predominantly anatomical 
drawings of typical human body positions (ill., cat. number 101/p. 234, cat. 
number 196/p. 235, cat. number 231/p. 236, cat. number 258/p. 235, cat. number 
284/p. 235, cat. number 296/p. 235, cat. number 381/p. 234). Valeriy Geghamyan 
had thorough knowledge of anatomy, considering that long years of teaching 
drawing, studying of nudity brought his drawing mastery to unattainable height. 
Nevertheless, he repeatedly worked on the fragments of the image: wrists, feet, 
shins, necks, heads from different angles, in different manners. A perfectionist by 
nature, the painter took his time in represent his idea in a work.

A full-size charcoal and pencil sketch (ill., cat. number 327/p. 
231) could surely become an independent graphic work. Transformation 
of the earlier sketches allows tracing the evolution of Valeriy Geghamyan’s 
idea. The composition is formed virtually from the beginning, the number of 
characters varies from three to four, still, they are not so conventional as 
in the final version. The central figure is male; later, having created multiple 
versions of androgynous image, the painter decided on a female image.

A monumental figure, hardly fitting in the size of the work, “holds” both 
the composition and the world falling apart on the painting. In this picture 
Geghamyan minimized convention to the extremes. Striving for pureness of the 
idea, he rejected identifying features of the characters and, undoubtedly, made 
the painting even more mysterious. Only after consistently studying all versions 
of the work, all its sketches, it’s possible to try to interpret the image, yet with a 
certain degree of probability. The central figure – Mother Armenia – is the 
embodiment of unconquerable Armenian spirit. Despite the trying times and 
challenges of history, it doesn’t break down or disappear. The right side of the 
painting shows a reeling khachkar – a symbol of the ancient culture.

Khachkar is probably the most recognizable Armenian symbol in the 
world. The history of emergence of the tradition of stone stele in 
commemoration of certain events or for the purpose of marking special places, 
at graves, sources 
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and so on is lost into the depth of the centuries long before the Christianization 
of Armenia. However, in the middle of the first millennium these stone blocks 
gained new senses and forms. Pagan solar and elemental symbols, depicted 
on them, transformed into those of Christianity. Generally, crosses with plant 
symbols adorned with complicated ornaments were carved on khachkars 
(Appendix 18). Less frequently, an image of Jesus or Deesis composition 
were at the top. The total number of khachkars on the territory of Armenia 
equals several tens of thousands. Even greater number of them was located on 
the historical Armenian territories, now they are stored in other countries. In 
2010, the art of creating khachkars was inscribed on the Representative List 
of the Intangible Cultural Heritage of Humanity by UNESCO under the title 
“Armenian Cross- Stones Art. Symbolism and Craftsmanship of Khachkars”.

Since childhood, Geghamyan adored Armenian history and culture. As 
a truly universal national and spiritual symbol, khachkar could not leave him 
indifferent. The painter used it in many works, starting from realistic portraits 
of 1960s (ill., cat. number 52/p. 162). Coming to his homeland in summer, 
Geghamyan visited Geghardavank – an ancient cave monastery not far from 
Garni. On the facades of the buildings, located next to it, several dozens of 
sophisticated khachkars are carved on the rocks – a plenty of muted shades of 
local basalt and tufa. Stone carving, covered with gray moss and smoothed by 
rains and wind during ages, acquires colorful mosaic structure in the paintings 
of the master (ill., cat. number 318/p. 222).

The second large painting of the same period was titled by the author 
as “Loveless Wedding” (ill., cat. number 318/p. 222). Sometimes it appears 
in literature as “Bloody Wedding”. This wrong title emerged in early 2000s 
during the preparation of first materials about the painter for publication. Later 
even the researchers of Geghamyan’s creative life began using it; however, it 
is the author’s version that sets the right tone for perception of idea of this 
painting.

Genocide and forced assimilation of Armenians in 1915 is a topic 
Geghamyan had been reflecting on all his creative life. The first descriptions 
of the plot are present already in his early diary in form of fragmentary 
thoughts, historical references, and eyewitness accounts, recorded by him. 
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Yet, he implemented his idea only at the time when he could completely focus 
on creativity: “the time of a painter came”, stated Geghamyan after retiring. 
In the period from 1985 to 2000, he was constantly working on major topics 
taking breaks only for sleep or extreme necessities.

“Khachkar” and “Loveless Wedding” are the last works by Valeriy 
Geghamyan, being the largest in terms of idea and implementation. These 
are the paintings of museum value – mature, harmonious, with no place for 
personality, but only for archetypes.

2.4. Humanistic universum of ethnic images by Valeriy Geghamyan.

Valeriy Geghamyan is an individual who, despite the growing interest 
in recent years, still remains predominantly a mystery for researchers and art 
admirers. He was quite a reserved person and had few contacts with outside 
world, preferring his own microworld, in which everything was built due to 
his personal laws and which was closed for anyone else. Even the students, 
and the establisher of Odessa’ Faculty of Arts and Graphics had many of them, 
recalled that the teacher was very reserved and it was near to impossible to 
get to visit him. Therefore, every new fact of the artist’s biography is worth 
its weight in gold.

An Armenian by origin, the painter went through the establishing and 
formative period on the Armenian lands, with Martiros Saryan being his 
teacher and creative mentor. The artist left Armenia at the age of late twenties, 
and since that time he visited his historical motherland only occasionally. 
From 1954 to 1956 his creative path unfolded in Moscow where he worked 
as a leading painter in the section of Monumental Painting under USSR Art 
Fund. From 1956 to 1960 the artist worked as a teacher of artistic disciplines 
in Birobidzhan, and from 1960 to 1963 he stayed in Makhachkala, being a 
teacher at Dagestan Art College.

After these short, although strongly distinct, parts of life, a momentous 
event in the painter’s fate occurred: he moved to Odessa where he spent the 
rest of his life. Thus, almost forty years of Geghamyan’s creative biography 
was dedicated to Odessa artistic space, which, undoubtedly, was influencing 
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him with its colorfulness and which, at the same time, was enriched by him, 
even more considerably. Hence, in the artist’s creative life one may trace 
five periods: Armenian, Moscow, Birobidzhan, Dagestan, Odessa. However, 
only two of them – Armenian and Odessa, “flanking” his creative path, 
became pivotal due to their duration and significance for embodying the 
worldview and individual manner of the artist.

Each of these periods was reflected in the creative heritage of the painter 
not only in form of numerous landscapes he constantly addressed to, not only 
in form of famous narrative paintings on philosophical and historical topics, 
but numerous ethnic character types, which are perceived as independent 
ethnic studies. These are often half-sketch works, oil on cardboard, of not 
very large size; however, some works are quite large-scaled. It’s crucial to 
remember that, despite the fact that all the works of this kind can be treated 
as reflections of five important periods in creative life of the artist, it doesn’t 
imply direct chronological correspondence. Many ethnic images were created 
by Geghamyan in 1960s – 1980s, i.e. during Odessa period; still, this body 
of material includes the images of Armenians, Kurds, Hutsuls, Russians, 
Spanish, and African character types. Each of these groups of works is an 
original quintessence of the author’s ideas on a particular period of certain 
nation, its customs, character features, costume, specificity of character types. 
Additionally, ethnic characters are also present in other works where the artist 
sets himself a task to study and embody national aspects in a certain case, 
including his famous, near programmatic, works of early 1990s. The analysis of 
each of these groups of works comprises the elements of scientific novelty, since  
such independent efforts have not been made in national cultural studies yet.

Among all ethnic images by Geghamyan, we should primarily highlight 
Armenian, Kurdish, Ukrainian, and Russian ones. The scope of Armenian and 
Ukrainian images is, perhaps, the widest. Apart from separate ethnic studies, 
research of Armenian vivid characters continued both in narrative paintings, 
which are currently presented as finished works and rich sketch material.

The manner of Geghamyan tends to stylization, decorativeness, monu- 
mentality, and conventionality, generalization. Therefore, we cannot always 
state about portrait features, typical of face of certain images; commonly, 
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ethnic exercises of the artist are rather costume studies, exploring national 
costume and accessories. It is of great interest that the vast majority of such 
works have warm coloration, sometimes hot, they are flaming with energy, 
and that can be regarded as their characteristic feature. The painter was a great 
stylist, being able to distinguish the most typical, bright features of every 
character type, to note the things hided from an average eye.

“Armenian Dancer” (ill., cat. number 23/p. 241) is probably one of the 
most typical images created by Geghamyan during these years. Dynamic, 
having rapid chaotic rhythmic, making the entire cardboard be filled with 
agitation and speed. Raised arms, movement of the figure, clothes flying in 
dance – all these make the work an embodiment of movement and activity. 
White is prevailing in the color scheme of the cardboard – the artist seems 
to remind us about pureness and beauty of youth, while hot coloration of 
the background and the cloth behind the figure is an embodiment of hot,  
passionate temper.

It’s interesting to compare this image, an embodiment of movement and 
dynamics, with the image of the cardboard “Armenia” (ill., cat. number 149/p. 
244). In early 1970s, Geghamyan created several works that were very 
similar in their compositional solution and coloration, all of them being done 
on cardboard, in oil painting technique, depicting Armenian women. The 
images are very static, in contrary to the above-mentioned dancers. These 
are nearly the images which “worship”, they immediately remind us of the 
artist’s admiration for the Ancient Egyptian art, with all its grandeur and 
static character, and no less of his admiring Antiquity, with its eternal calm 
balance. These are almost kore, deprived of personification. The faces on 
all the cardboards are not detailed, which is common for the works by the 
master in which he resorted to typification, highlighting the generalization. 
Sometimes the arms are raised: “Armenian Woman with Two Dishes” (ill., 
cat. number 175/p. 244), “Armenian Woman with Pomegranates” (ill., cat. 
number 157/p. 244). A male image, created according to the same scheme, is 
also present, having a similar compositional solution, a lowered horizon line, 
hot-colored background, a stylized tree on the background, the raised arms. 
This is the cardboard “Armenian with Two Jugs” (ill., cat. number 166/p. 245).
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Looking at the cardboards with female images, with their arms raised, 
where everything is subject to the static character and detachment, we 
cannot avoid mentioning the author’s admiration for the Byzantine art. The 
parallel with Orant is obvious in this case. We should also focus attention on 
an interesting detail: only in one case, and that is the cardboard “Armenia”, 
the compositional solution is built due to the principles of symmetry, while 
in the others asymmetry principle dominates, and this is, apparently, not 
coincidence. The central axis of the composition is intentionally 
displaced aside, in all the works – to the left. And only the cardboard 
“Armenia” has the main compositional axis, that is, in fact, a figure, located 
right in the middle of the picture. This adds static features, monumentality, 
and grandeur to the work.

“Armenian Woman against the Background of an Orange Tree” (ill., 
cat. number 164/p. 244) is a variant of this cardboard. The painting shows the 
identical composition of a female figure and nearly identical costume of the 
figure. The interpretation of a tree behind the back of the character and the 
lower part lacking the striped ornament are the only things that differ. Yet, 
the figure in this cardboard is moved to the left, which changes the general 
“sounding” of the work completely.

The studies of ethnic types are also observed in the famous works by 
Gegamyan “Mockery I” (ill., cat. number 304/p. 214), “Rebellion” (ill., cat. 
number 302/p. 218), “Loveless Wedding” (ill., cat. number 318/p. 222), 
“Khachkar” (ill., cat. number 317/p. 230). Probably, of the greatest interest is 
sketchy, preparatory material where one can see bright characters, emotions, 
the tension that was either slightly hided, or evident in the creativity of 
the painter. However, there is a major difference between these works and 
Armenian images: virtually all preparatory materials are female and male 
heads as separate studies for future paintings, having thoroughly elaborated, 
detailed faces. These images are also frequently typified, not portrait, they 
are also generalizations of characters, yet, the presence of pointed facial 
features, the eyes which are often wide-open, again, similarly to the Egyptian 
ones, make the images not only dynamic or static, active in movement or 
symmetrically-calm, but rich in emotional spectrum. This is characteristic of 
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variants of the images “Armenian Bride I- IV” (ill., cat. number 92/p. 224, cat. 
number 90/p. 224, cat. number 89/p. 224, cat. number 93/p. 224 respectively) 
and “Mother Armenia I-VII” (ill., cat. number 314/p. 231, cat. number 100/p. 
231, cat. number 102/p. 232, cat. number 183/p. 233, cat. number 208/p. 232, 
cat. number 45/p. 232, cat. number 75/p. 232 respectively). In the last works, 
the type of face was gradually evolving, becoming more monumental, and the 
character gained strength and static features in addition to pain and cruelty.

The cardboard paintings “Boyars I” and “Boyars II” (ill., cat. number 99/p. 
210, cat. number 42/p. 209) are important for the investigation of composer’s 
skills of the artist and they serve as a proof to his high professionalism as a 
master of rhythm. Especially the “Boyars II” cardboard painting is probably 
the best proof that the true artist is able to show an ethnic character, a national 
color without even detailing the dress, without any special color scheme, used 
only in this case, and rhythmically, by setting a certain rhythm with a few lines, 
and in several volumes, the details of the dress are summarized. In the “Boyars 
II” cardboard painting Geghamyan actually created a geometric composition, 
outlining the specific recognizable high hats of the boyars, accurately guessing 
their proportions and form and specifying the exact character of the blurs of 
boyar fur coats, which creates a general primitiveness, difficulty, and might.

The same features may be traced in the cardboard painting “Tsar” 
(ill., cat. number 147/p. 210), in which the main feature was a certain bell-
shaped static. It is extremely contrasted, for example, with the subtlety and 
exuberance of the color palette in the cardboard painting “The Orient” (ill., 
cat. number 156/p. 246).

The Ukrainian images, predominantly Carpathian ones, were along with 
the Armenian images. Geghamyan often addressed the national images of 
Ukraine, where he lived for half a lifetime. A number of Ukrainian types 
appeared in his works of art earlier than others – since the 1960s. Characteristic 
compositional schemes, which the artist will later use repeatedly in other 
studies, were first tested on Hutsul images. First of all, the same motive is 
“worship” when the artist presents the figure with the hands raised 
upwards. He uses the Orant static in the 60’s of the twentieth century in the 
Ukrainian cycle of cardboards: “Hutsul Woman with Hands Raised” 



136

Looking at the cardboards with female images, with their arms raised, 
where everything is subject to the static character and detachment, we 
cannot avoid mentioning the author’s admiration for the Byzantine art. The 
parallel with Orant is obvious in this case. We should also focus attention on 
an interesting detail: only in one case, and that is the cardboard “Armenia”, 
the compositional solution is built due to the principles of symmetry, while 
in the others asymmetry principle dominates, and this is, apparently, not 
coincidence. The central axis of the composition is intentionally 
displaced aside, in all the works – to the left. And only the cardboard 
“Armenia” has the main compositional axis, that is, in fact, a figure, located 
right in the middle of the picture. This adds static features, monumentality, 
and grandeur to the work.

“Armenian Woman against the Background of an Orange Tree” (ill., 
cat. number 164/p. 244) is a variant of this cardboard. The painting shows the 
identical composition of a female figure and nearly identical costume of the 
figure. The interpretation of a tree behind the back of the character and the 
lower part lacking the striped ornament are the only things that differ. Yet, 
the figure in this cardboard is moved to the left, which changes the general 
“sounding” of the work completely.

The studies of ethnic types are also observed in the famous works by 
Gegamyan “Mockery I” (ill., cat. number 304/p. 214), “Rebellion” (ill., cat. 
number 302/p. 218), “Loveless Wedding” (ill., cat. number 318/p. 222), 
“Khachkar” (ill., cat. number 317/p. 230). Probably, of the greatest interest is 
sketchy, preparatory material where one can see bright characters, emotions, 
the tension that was either slightly hided, or evident in the creativity of 
the painter. However, there is a major difference between these works and 
Armenian images: virtually all preparatory materials are female and male 
heads as separate studies for future paintings, having thoroughly elaborated, 
detailed faces. These images are also frequently typified, not portrait, they 
are also generalizations of characters, yet, the presence of pointed facial 
features, the eyes which are often wide-open, again, similarly to the Egyptian 
ones, make the images not only dynamic or static, active in movement or 
symmetrically-calm, but rich in emotional spectrum. This is characteristic of 

137

variants of the images “Armenian Bride I- IV” (ill., cat. number 92/p. 224, cat. 
number 90/p. 224, cat. number 89/p. 224, cat. number 93/p. 224 respectively) 
and “Mother Armenia I-VII” (ill., cat. number 314/p. 231, cat. number 100/p. 
231, cat. number 102/p. 232, cat. number 183/p. 233, cat. number 208/p. 232, 
cat. number 45/p. 232, cat. number 75/p. 232 respectively). In the last works, 
the type of face was gradually evolving, becoming more monumental, and the 
character gained strength and static features in addition to pain and cruelty.

The cardboard paintings “Boyars I” and “Boyars II” (ill., cat. number 99/p. 
210, cat. number 42/p. 209) are important for the investigation of composer’s 
skills of the artist and they serve as a proof to his high professionalism as a 
master of rhythm. Especially the “Boyars II” cardboard painting is probably 
the best proof that the true artist is able to show an ethnic character, a national 
color without even detailing the dress, without any special color scheme, used 
only in this case, and rhythmically, by setting a certain rhythm with a few lines, 
and in several volumes, the details of the dress are summarized. In the “Boyars 
II” cardboard painting Geghamyan actually created a geometric composition, 
outlining the specific recognizable high hats of the boyars, accurately guessing 
their proportions and form and specifying the exact character of the blurs of 
boyar fur coats, which creates a general primitiveness, difficulty, and might.

The same features may be traced in the cardboard painting “Tsar” 
(ill., cat. number 147/p. 210), in which the main feature was a certain bell-
shaped static. It is extremely contrasted, for example, with the subtlety and 
exuberance of the color palette in the cardboard painting “The Orient” (ill., 
cat. number 156/p. 246).

The Ukrainian images, predominantly Carpathian ones, were along with 
the Armenian images. Geghamyan often addressed the national images of 
Ukraine, where he lived for half a lifetime. A number of Ukrainian types 
appeared in his works of art earlier than others – since the 1960s. Characteristic 
compositional schemes, which the artist will later use repeatedly in other 
studies, were first tested on Hutsul images. First of all, the same motive is 
“worship” when the artist presents the figure with the hands raised 
upwards. He uses the Orant static in the 60’s of the twentieth century in the 
Ukrainian cycle of cardboards: “Hutsul Woman with Hands Raised” 



138

(ill., cat. number 2/p. 238), “Hutsul Woman in a Red Apron” (ill., cat. 
number 25/p. 238), “Red-haired Blue-eyed Hutsul Woman with two Bowls” 
(ill., cat. number 26/p. 238), “Hutsul Woman with a Bowl” (ill., cat. 
number 5/p. 238).

Contemplating these cardboards, one cannot help but notice the influences 
of the avant-garde, the art of the Boychuk people, the flavor of the works by 
Alexandra Exter. They are characterized by ornamentation, strict geometry, 
but bright, light palette, as in the cardboard with a hutsul woman holding a 
bowl in her hand. The same traits are observed in the works “Hutsul Woman 
against the Background of blue Mountains” (ill., cat. number 49/p. 239), an 
interesting work “Hutsuls” (ill., cat. number 58/p. 239).

It is worth comparing the two groups of cardboards featuring the 
Ukrainian themes, which are fundamentally different from each other both in 
the manner of performance and color, since the second group is rather heavy 
on a palette, not as light-bearing, as the aforementioned cardboard. These are 
the works “A Ukrainian Woman” (ill., cat. number 316/p. 239) and “Portrait 
of a Hutsul” (ill., cat. number 47/p. 239). They were painted in the late 60’s 
of the twentieth century, but in another technique, not on cardboard, but on 
canvas, without the use of tempera, which tends to generalization and flatness, 
especially decorative. Both works are academic, completed, realistic, there is 
almost no place for theatrical decoration, the images are less plane, although the 
monumentality is still available due to the mosaics of the painting, somewhat 
in Vrubel’s manner, which Valeriy Geghamyan repeatedly addressed.

This characteristic makes the canvas look like monumental wall panels. 
But the main difference between these works is their rather heavy, dark, even 
somewhat earthy coloristics. In addition, in these two works, as in the paintings 
“Hutsuls” and “Hutsul Woman against the Background of blue Mountains”, the 
decorative solution of the background is replaced by the presence of landscape 
inclusions. This special feature distances the works from momentousness and 
conditionality.

Appeal to ethnic images, careful study, almost dissection of the national 
characters was a task that Valeriy Geghamyan set himself for all his creative 
life.
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He transmitted the national color to the rhythm, form, color, constantly 
studying the clothes, typical features of the person, placing the image in a 
characteristic environment – either an architectural background or fragments 
of the landscape. Each time he was able to capture the most characteristic 
feature, distinctive for the chosen image, making him recognizable, sharp and 
unique. But each of the frames of the artist’s ethnic images, whether Armenian 
or Ukrainian, or Russian, is worth more research and advanced analysis, 
because until now this topic can be considered one of the lacunae of national 
art studies.

In general, it can be noted that the themes of the artist’s works, namely, 
the appeal to national characters, is not a key to the creativity of Odessa 
nonconformists. Valeriy Geghamyan’s typification and generalization of 
images are very much distinctive from individualized Soviet protest art. 
Indeed, a personal artistic protest allowed nonconformist artists to demonstrate 
the acuteness of the “personality-society” conflict. In the work of the artists 
of this direction, everything typified and generalized was presented as a 
characteristic of formal official art and was immediately marked outdated and 
artistically indistinct.

The highest professional level of performance immediately distinguishes 
works by Valeriy Geghamyan from the bright, however, not always artistically 
perfect works of representatives of the unofficial art of the second half of the 
twentieth century. Some of the main features of nonconformism are urgency, 
a clear attachment to a particular time-spatial and historical-cultural context 
and, most importantly, dependence on this context, which are not inherent in 
Geghamyan’s creativity. His artwork, first of all, is about a universal humanistic 
absolute, but not a reaction to the transient. 
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PART 3. THE DESTINY OF IDEAS AND ARTISTIC HERITAGE

3.1. Works of the artist in the restoration practice

Nowadays creative heritage of Valeriy Geghamyan is exhibited at the 
best museums, and for the next few years personal and collective exhibitions 
are planned both in Ukraine and abroad. The works of the artist travel around 
the world, appearing at auctions, in private collections, at state cultural 
establishments [28, 30, 45]. All these became possible not only due to  
a complex research and promotional work, conducted in recent years, but 
also due to comprehensive restoration and stabilization activities, developed 
specially for this project.

First presentation of paintings and graphic works by Valeriy Geghamyan 
to general public took place in 2001, during the first retrospective exhibition 
of the artist in Odessa [38]. At that time, large narrative works of the painter 
were displayed at the exhibition sites of artistic-graphic department of Odessa 
pedagogical university. Among them, “Khachkar” (ill., cat. number 317/p. 
230), “Loveless Wedding” (ill., cat. number 318/p. 222), and “Ballet” cycle 
(ill., cat. number 29/p. 170, cat. number 30/p. 170, cat. number 315/p. 170) 
were exhibited for the first time.

Unfortunately, as a result of storage conditions, the majority of works 
were presented in poor state. For a long period, canvasses had been stored 
folded, in conditions far from the standards of museum storage. At the first 
posthumous exhibition the paintings were presented as they were: with no 
stretchers, cleaning, or conservation (Appendix 19). Nevertheless, they created 
a furor in Odessa’s artistic life.

Since then, the works were again subjected to the changes in humidity, 
temperature and light conditions, the absence of tension, the effects of domestic 
dust and other hazardous conditions. As a result, they acquired intractable 
deformations and destructions. In 2015, active preparatory work began to 
rescue Valeriy Geghamyan’s artistic heritage.

At that time, a vast majority of the paintings were located in Odessa. 
Considering the complexity of future attribution and restoration activities, the 
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paintings were transported to Kyiv. A team of experts and restorers, formed 
for these objectives, saw only rolls covered with a plastic sheeting. All the 
canvas, cardboard, and paper works were folded, none of them being put on a 
stretcher. Some works had been stored in such conditions for decades.

A thorough analysis of state of the paintings, systematization of data, 
defining the priority of tasks allowed devising a plan of restoration works. Yet, 
restorators faced a range of problems. First of all, it turned out that the country 
didn’t have an experience of restoration of paintings on cardboard of such  
a large size (the size of some works exceeds 15 m2). Moreover, they didn’t 
have a premises or equipment for this purpose. Eventually, it was decided 
to create a special restoration workshop with the necessary conditions to 
accomplish the tasks set.

A premises with the area of more than 400 m2 was equipped with  
a system of professional illumination of the fragments. The equipment was 
developed with regards to the size of the paintings to provide conditions for 
comfortable work with them. Restoration extendable tables allowed working 
on several paintings simultaneously; use of pneumatic equipment enabled 
them to carefully clean and fix the fragments of the paintings (Appendix 20).

The general sequence of operations included the following stages:
▪ measuring physical dimensions of the works and photo fixation;
▪ visual inspection and analysis of state of the works;
▪ inspection in oblique light, ultraviolet and infrared spectrum;
▪ research using digital microscopy;
▪ macro-photo-recording of fragments requiring additional research;
▪ chemical analysis of the samples of media, primings, and paint layer;
▪ defining restoration methods for a particular painting;
▪ cleaning and disinfection;
▪ elimination of deformations;
▪ reversible restoration of the fragments that were destructed;
▪ strengthening the works by special solution and twinning edges;
▪ placing the works on stretchers;
▪ applying protective agents;
▪ conservation of the works.
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Generally, preparation, research, and restoration works lasted for 
approximately 3 years. A team of restorers under the guidance of restorers 
of higher category of National Scientific Research Restoration Center of 
Ukraine were working on paintings and graphics by Valeriy Geghamyan. 
In development of methods and stages of restoring activities, the practices 
of scientists of restoration workshops of Tretyakov Gallery were also used. 
Successful approbation of the developed methodologies allows their further 
use for preserving heritage of other painters.

Beside the teams of art critics and restorers, a group of professional 
carpenters was involved in the project. They were in charge of providing 
a significant number of large-sized stretchers, firm enough to stably fix 
and safely transport the works, but at the same time light and flexible 
for the paintings not to become deformed in fluctuations of humidity and 
temperature. The design of these stretchers was developed by an experimental 
method according to the drawings under supervision of the restorers. To 
achieve this aim, the carpenters used about 30 m3 of high-quality wood. 
At the final stage of conservation, the majority of the pictures were 
placed into moldings, which were also specially designed for the heritage 
of Valeriy Geghamyan. To prevent harmful effects of the environment, 
graphic works were put under glass, ensuring adherence to all museum  
requirements (Appendix 21).

During the restoration works only reversible methods were used 
to restore the original look of the paintings. And, the most important, no 
interference in the author’s initial idea occurred. If loss of fragment was 
for some reasons irreversible, the restorers didn’t attempt to recreate 
it due to their own “opinion”, “feeling”, or “vision”. The restoration 
team was working according to provisions of the Venice Charter (1964), 
which states “it [restoration] must stop at the point where conjecture  
begins” [29].

Most of the results of the preparatory studies were also used in the 
attribution of works by Valeriy Geghamyan. Additionally, nowadays they 
are of paramount importance for authenticity expertise of artistic objects 
ascribed to the painter.
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3.2. The problematics of attribution and expertise of master’s artwork.

Attribution is the initial and difficult stage of any research with the work 
of art. Often the work was initially (unintentionally or intentionally) erroneously 
attributed, but with modern technical analysis capabilities, reattribution is a 
common phenomenon. The process of repatriation of objects of art is 
continuously going on all over the world: from private collections to world-
class museums, and more often to the direction of reducing the value of the 
object of study. Another question is that almost always the owner of a work 
of art is not interested in its re-attribution, since there is a high risk of 
reducing its intangible value and, definitely, the market value.

Traditionally, in order to attribute objects of art or collectibles, it is 
necessary to carry out a set of expert measures. Examination is conducted 
simultaneously in three directions: technical and technological research of the 
object, historical and stylistic research, and provenance research, that is, the 
history of the object’s existence. Of course, all stages of research are conducted 
exclusively by scientific methods. In other words, when formulating 
conclusions, all information that served as arguments should be factually 
confirmed. The results of technical and technological research should be 
objectively documented, and should be carried out in such a way that it is 
possible, if necessary, to repeat them.

The study of Valeriy Geghamyan’s family collection of works was not 
an exception. The study was carried out in three vectors: work with primary 
sources (search, decoding, analysis of documents), work with materials and 
techniques of master’s works, stylistic and comparative art history analysis of 
his heritage.

Attribution of works of art by Valeriy Geghamyan from the 
family collection had its difficulties. First of all, this lack of documented 
information about the artist, on which you could rely unconditionally. 
Valeriy Geghamyan’s name, his life and work were not only understudied, but 
fanned by so many myths and legends that at the initial stage of 
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The doubtless fact was that the collection under study is Valeriy 
Geghamyan’s artwork. Nevertheless, taking into account the number of 
works, as well as the fact that the artist did not put autographs, he taught 
artistic disciplines all his life and his son was also an artist, the research team 
carefully analyzed each painting and each drawing. They couldn’t exclude 
the possibility that the collection contains the work of friends, pupils or a son, 
performed in the manner of a master. Indeed, after conducting a comparative 
stylistic analysis, it turned out that among the works by Valeriy Geghamyan 
there were several works painted by somebody else, although the materials 
science expertise confirmed the identity with authentic author works. They 
turned out to be two drawings of a human figure on cardboard (most likely 
these are students’ works) and one pictorial tempera work “Geghamyan” 
stylized (there is a likelyhood that it was created by the artist’s son, but it is a 
rare occurrence because Alik Geghamyan is distinguished by individuality).

The main task of the technical, technological and material research of 
paintings to prove indisputable authorship was the development of a restoration 
plan based on them. And only in the second place – the formation of the 
reference base of materials used by the artist, as well as the database of trace 
data. All material information carriers (samples of the supports, couches, paint 
layer; photo documents of macro research) were preserved and systematized 
chronologically and technologically (Appendix 22). Thus, an exhaustive catalog 
has been formed, which can be accessed in the future for comparative analysis.

The paper work with the artist’s personal archive allowed to confirm 
or deny the names of works used in the environment of art historians. For 
example, the names of large symbolic paintings of “Bloody Wedding” and 
“Apocalypse”, appearing in the literature, were called by the artist much softer, 
and at the same time more succinctly – “Loveless Wedding” and “Khachkar”. 
The ballet cycle paintings, which received their names in the 2000s by the way 
of associative writing, were also given back the author’s names.

The artist’s learning and teaching notes revealed his teaching method 
for the first time, and communication with students allowed practically 
reconstructing this method (Appendix 23). Due to the large number of graphic 
studios (charcoal, pencil, mixed), one can clearly trace the patterns of formation 
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and compositional arrangements of Valeriy Geghamyan, and on the basis of 
these data make intermediate conclusions about the authorship.

One of the most valuable primary sources is the artist’s diary, previously 
not studied by anybody from the professionals and not even read (kept by the 
autor in Armenian). It contains a small amount of biographical information, 
which set the direction for further search in the official archives, as well as an 
array of data on the formation of the artistic language of Valeriy Geghamyan 
(Appendix 24).

Appeals to the State Archives of Armenia are an important stage of 
research work. That’s where reliable facts concerning the origin and family 
of the master were obtained (Appendix 25). These data made it possible to 
identify many of the “features” of Valeriy Geghamyan’s personality 
and behavior, and in combination with personal notes made it possible to 
draw his psychological portrait.

Interviews with relatives, students, neighbors in Odessa, Yerevan, 
and Garni gave even more factual information about the artist’s biography, 
history and circumstances of the creation of many works. For example, in the 
magnificent oil portraits of “Old Man Ike” and “Elderly Armenian Woman” 
(ill., cat. number 55/p. 163, cat. number 52/p. 162), the inhabitants of Garni 
recognized specific people – Ter-Meliksetyan’s nearest neighbors. They still 
remember the old man Ike because of his powerful physique, and Ustiyanna, 
which is the name of the woman depicted by Geghamyan against the background 
of the khachkar, because of her life tragedy: she lost her husband and all sons 
in World War II. Moreover, there were witnesses to the circumstances of the 
creation of these works, thus, it was possible to narrow down the chronology 
to the maximum.

By the way, in the homeland of the master evidence was received that 
the artist repeatedly came to Armenia and worked there from nature. Actually, 
he engaged himself only in painting and nothing else in Garni. Expeditions 
in the vicinity of this village, which is breathing in its history, allowed us to 
confidently attribute a large number of landscapes (ill., cat. number 96/p. 187, 
cat. number 281/p. 187, cat. number 313/p. 185, cat. number 383/p. 186, cat. 
number 384/p. 186, cat. number 402/p. 186).
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A consistent comparative analysis of the artist’s heritage made it 
possible to finally systematize his works for the first time genrely, thematical- 
ly, and technologically. Initially, two groups were allocated according to the 
technology of image creation: graphic and pictorial. Further differentiation 
led to the formation of separate work cycles. Valeriy Geghamyan was noted 
for his remarkable work ability and perfectionism, he repeatedly worked 
through images and compositions. In this regard, the primary conditional 
division according to the principle of technology had undergone changes in 
the direction of narrative classification. For example, the big “Ballet” cycle 
contains both pencil drawings and oil/tempera painting on cardboard/canvas. 
Similarly, “Mockery”, “Rebellion” and other cycles include works made by 
different materials in different techniques.

Several working catalogs were printed for a more rational use of 
temporary resources in the long process of systematization. With each new 
round of research, the catalog had to be reprinted, making new and submitting 
corrections to erroneous information (Appendix 26).

In general, based on the research results, almost all works from 
the family collection have been attributed. As a result of the carried out 
expertise, it was possible to develop and test a specific methodology, which 
can later be successfully used for the attribution and examination of works 
not from the family collection. So, dealers, as well as representatives of the 
well-known Ukrainian auction house, have already contacted the author of 
the manuscript for the expert conclusion concerning the work of Valeriy 
Geghamyan. In one of the cases, the work was not authentic, and this is not 
the first recorded precedent. Sometimes works, resembling works by Valeriy 
Geghamyan, appear in free circulation, which is more, with identification in 
the form of various signatures, despite the fact that the artist never signed 
his works.

Due to the actively growing market interest in the heritage of Valeriy 
Geghamyan, the works which do not belong to family collection and have 
no documented provenance require professional multi-level research and 
comparison with the reference base of the artist’s works. To protect the 
authentic (corresponding to the standards of copyright materials and artistic 
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and stylistic decisions, as well as having a legally documented provenance) 
paintings by Valeriy Geghamyan, a special identification system was developed 
and implemented.

3.3. Valeriy Geghamyan Foundation – the implementation of the 
continuity of the artist’s ideas.

After Valeriy Geghamyan’s death and the first posthumous exhibition, 
the artist’s legacy was in an ambivalent state. On the one hand, it was partially 
promulgated [5, 6], the first studies began to appear [2], interest in the master’s 
work arose among collectors [8, 19, 20], and therefore among dealers [7, 
31]. On the other hand, the artist’s paintings were desperately in need for 
conservation, but they were still kept in conditions deplorable for works of 
art. In addition, anyone, even the people involved in the primary research of 
paintings, were completely unaware about the extent of the master’s heritage. 
A situation arose in which the “Valeriy Geghamyan” phenomenon finally 
appeared in public, but rather as a spontaneous myth.

The period from 2000 to 2015, when Alik Geghamyan was engaged 
with the works of the maestro, is still awaiting of research. At the moment, 
work with the artist’s son’s records is taking place, a comparative analysis of 
the notes of Valeriy Arutyunovich himself is being carried out – in order to 
determine the further fate of some paintings. The last few years of his life, 
Alik Geghamyan was in difficult life circumstances because of his illness, and 
the opportunity to take advantage of this became very attractive for several 
fraudulent participants of the art market.

Since 2015, a new stage in the study of Valeriy Geghamyan’s creative 
heritage has begun. The scale of the personality, the volume of the cultural 
stratum created by him, the quality of the works required an integrated 
approach. Artist’s grandson – Maximilian Geghamyan – initiated the creation 
of Valeriy Geghamyan Foundation, a public organization that would deal with 
absolutely all issues related to the artistic and pedagogical activities of his 
great grandfather. Nowadays, representatives of the Foundation are conducting 
active research, restoration, expert, educational and promotional work.
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In particular, Valeriy Geghamyan’s official website – https://valeriy- 
geghamyan.com was created as part of educational and popularization 
activities. It is intended to be a platform on which reliable information about 
the artist and the analysis of his work will be placed. Valeriy Geghamyan 
Prize is also established as an annual encouragement of representatives of 
the visual art, who with their life and work demonstrate disinterested and 
selfless service to art (Appendix 27). The first winner of the Prize was Svetlana 
Nechay-Soroka. In 2018, Valeriy Geghamyan Prize was transformed into an 
international award in the framework of the International Competition “The 
Best Artist” [4]. In 2018, the Prize was awarded to Anton Kovac and solemnly 
presented to the artist by the President of Valeriy Geghamyan Foundation, 
Maximilian Geghamyan (Appendix 28).

Over twenty years of work at the Graphic Arts Faculty of Odessa 
Pedagogical Institute the master trained many famous students. Among 
them are Valentin Zakharchenko, Yevgeny Rakhmanin, Vasily Ryabchenko, 
Alexander Roitburd, Victor Volkov, Sergey Lykov, Oleg Nedoshitko, Ivan 
Dimov, Leonid Voitsehov, Vitaly Onishchenko, Oksana and Anatoly Furlet, 
Yuri Gorbachev, Victor Pokidanets, Grigory Sultan and many other successful 
painters. Some of his former students, among which are Valentin Zakharchenko 
and the Furlets couple, are also engaged in teaching activities, using the 
methodological developments of their teacher.

The manner and ideological principles of Valeriy Geghamyan continue 
to live in the creative biographies of the artist’s students, what means the 
continuity of inheritance. In this case, the process has even a wider scope 
than just the individual continuity of the artistic tradition: for example, A. 
Roitburd, who now became the director of the Odessa Art Museum, was able 
to formally influence the country’s cultural policy, which means the formation 
of a significant part of Ukrainian art field.

That is why the founders consider support and education of a new 
generation of high-quality Ukrainian artists to be one of the main functions 
of the Foundation. Identification, encouragement, any type of support for 
talented children and adolescents in special education is a priority for the 
Foundation. Continuity should not be lost. The school of Valeriy Geghamyan 
will not disappear even when the founder walks to the end of time.
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CONCLUSION

A bright creative person leaves his legend in the world after passing 
away. Who was he, how did he live, what and why did he create? If the artist 
did not articulate the answers to such questions during his life, but simply 
worked brilliantly, like Valeriy Geghamyan, for example, then after death, 
free myth-making usually begins around his name.

That is why one of the main tasks of this work was to transfer the 
personality and artistic legacy of Valeriy Geghamyan from the field of epics 
to the field of art criticism.

The research methodology was developed experimentally in the process 
of familiarization with the source materials. The work was carried out 
simultaneously in several vectors: information, materials science, analytical 
and the applied ones.

During the research, the information field connected to the artist’s name 
was carefully studied. All factual information has been consistently verified 
and either documented or refuted. The existing scanty analytics of Valeriy 
Geghamyan’s creativity was taken into account and compared with the artist’s 
own documentary statements about the creative process. The previously 
unpublished personal diary of the artist became the original source, on which 
the author relies in his conclusions. Now this important document has been 
introduced into scientific circulation and is open for study by everyone 
interested – a reprint with a translation into Russian (2018) has been published 
and work is underway to publish Ukrainian and English versions.

The important part of the research was the study of the achieve documents 
and testimonies of the witnesses. The revealed data allowed restoring the 
stages of the life biography of Valeriy Geghamyan, although it should be 
acknowledged that some moments remain unexplained and require additional 
research. In particular, we are talking about the Moscow, Birobidzhan and 
Makhachkala periods. Additional data may be stored in the archives of these 
cities, and further research activities of Valeriy Geghamyan Foundation will 
be held in these archives.

With a view to a large array of inaccurate information about the artist, 
which comes even from authoritative sources, the author made several mistakes 
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in the research process. For example, in some earlier publications information 
about the master’s father was given (as if he was a comedian in Yerevan) 
[17, 44], about Valeriy Geghamyan’s belonging to Odessa nonconformist 
environment [13, 14, 15], about Martiros Saryan being the only teacher of the 
artist [13, 14], even the information that he bequeathed his entire legacy to 
Armenia [13]. All these data have been consistently refuted.

An important moment in the creative biography of any artist is the 
influence of the great predecessors on his artistic language. The comparative 
analysis of the diary and the surviving students’ and later works based on the 
artwork of famous artists gave grounds to make conclusions about Valeriy 
Geghamyan’s individual manner formation sources, and a list was compiled of 
the world’s most respected artists whose influence on his work is undeniable. 
Among them, the most notable are Paul Gauguin, Mikhail Vrubel, Valentin 
Serov, Martiros Saryan. The artist experienced lasting interest and delight from 
the ancient art of Egypt and Asia, the Armenian Middle Ages and Hellenism. 
The artistic discoveries of these eras found their reflection in many works by 
Valeriy Geghamyan.

Teaching was the main income-generating activity of Valeriy Geghamyan. 
A lot of teaching materials are kept in the personal archive of the artist. Primary 
systematization of these materials was carried out, and the main provisions of 
the methods of teaching artistic disciplines, which were created by the master, 
were formulated. Further studies of his teaching methods should be carried 
out by educational specialists using appropriate tools.

In parallel with the search and analysis of information about the artist, work 
was under way to study directly Valeriy Geghamyan’s material heritage. Works 
from the family collection and some private collections were systematized and 
deeply studied. Materials science (samples of the media, couches, graphics and 
painting tools) and trasological (traces of tools and manufacturing technology) 
tests gave a large amount of new data that formed the basis of the reference base, 
which you can confidently rely on when conducting further expert measures 
regarding the works attributed to Valeriy Geghamyan.

The meticulous restoration work, which was carried out in the period 
from 2015 to 2018, allowed not only stabilizing the state of graphic and 
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pictorial works of Valeriy Geghamyan, but also developing a technique for 
the restoration of large-format paintings made on cardboard and paper. For the 
first time in the country, a comprehensive restoration of such large works on 
cardboard and paper bases was carried out. This experience may be useful for 
restoring the state of paintings by other artists.

Special emphasis was placed on practical problems that arise among 
collectors, dealers and other participants in the market of works of art due to 
insufficient or deliberate distortion of data about the artist and his work. For 
example, the authenticity of “author’s” signatures and signs on works in free 
circulation has been refuted. This does not disprove the authenticity of the 
works themselves (an examination is necessary for the relevant conclusions), 
but raises doubts about the good faith of the transactions. When in such a 
specific market as the market of works of art, sellers or intermediaries do not 
fear reputational losses, this, first of all, speaks of their lack of professionalism. 
In connection with the urgent need to protect the authentic works by Valeriy 
Geghamyan, an identification system was developed and implemented.

At present Valeriy Geghamyan’s heritage consists of a family collection 
(the largest number of paintings), as well as works in museums and private 
collections. The descendants of the artist initiated the creation of Valeriy 
Geghamyan Foundation – a public institution that promotes the master’s 
creative work, research activities and, in memory of the artist-teacher, the 
support of a new generation of artists.

As a result of three years of work on studying the artistic and intellectual 
heritage of Valeriy Geghamyan, we managed to dispel multiple fantasies about 
him and try to show who this man really was and what he did for the art. 
Valeriy Geghamyan is a mysterious and ambiguous image in contemporary 
art. It is naive to believe that this study has become exhaustive and covers all 
aspects of his life and creative biography. There is still a lot of routine work 
to clarify individual facts, and, most importantly, what modern art studies 
need is a profound art criticism analytics.

Kiev – Odessa – Yerevan
2019
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Блакитноока, [кат. №1]
1970-ті рр., картон, олія, 2540х1655 мм.
Blue-Eyed, [cat. №1]
1970s, oil on cardboard, 2540х1655 mm.

Танцівниця, [кат. №6]
1970-ті рр., картон, олія, 2555х1585 мм.
Dancer, [cat. №6]
1970s, oil on cardboard, 2555х1585 mm.

1 6

Танцівниця на відпочинку, [кат. №130]
1970-ті рр., картон, олія, 1395х705 мм.
Dancer. Rest, [cat. №130]
1970s, oil on cardboard, 1395х705 mm.
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Погляд, [кат. №399]
1970-ті рр., картон, олія, 835х190 мм.
Th e Look, [cat. №399]
1970s, oil on cardboard, 835х190 mm.
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Оголена з глеком I, [кат. №7]
1970-ті рр., картон, олія, 2525х1540 мм.
Naked with a Jug I, [cat. №7]
1970s, oil on cardboard, 2525х1540 mm.
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Блакитноока, [кат. №1] 
1970-ті рр., папір, олія, 2540х1655 мм.
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Балерина в темному, [кат. №315]
1970-ті рр., полотно, олія, 3190х2410 мм.
Ballerina in Dark Clothes, [cat. №315]
1970s, oil on canvas, 3190х2410 mm.

Балерина в світлому, [кат. №30]
поч. 1970-х рр., полотно, олія, 2950х1760 мм.
Ballerina in Light Clothes, [cat. №30]
early 1970s, oil on canvas, 2950х1760 mm

Балет, [кат. №33]
поч. 1970-х рр., картон, олія, темпера, 2570х3190 мм. 
Ballet, [cat. №33]
early 1970s, oil on cardboard, tempera, 2570х3190 mm.

Оголена на темному фоні, [кат. №29]
поч. 1970-х рр., полотно, олія, 2505х2150 мм.
Naked against a Dark Background, [cat. №29]
early 1970s, oil on canvas, 2505х2150 mm.
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Оголена балерина, [кат. №21]
1970-ті рр., картон, олія, 2305х1665 мм.
Naked Ballerina, [cat. №21]
1970s, oil on cardboard, 2305х1665 mm.

Блакитноока балерина, [кат. №27]
поч. 1970-х рр., картон, олія, 2285х1645 мм.
Blue-Eyed Ballerina, [cat. №27]
early 1970s, oil on cardboard, 2285х1645 mm.

Балерина в білому, [кат. №11]
1970-ті рр., картон, олія, 2550х1665 мм.
Ballerina in White Clothes, [cat. №11]
1970s, oil on cardboard, 2550х1665 mm.

Балерина з двома вазами, [кат. №13]
1970-ті рр., картон, олія, темпера, 2545х1650 мм.
Ballerina with Two Vases, [cat. №13]
1970s, oil on cardboard, tempera, 2545х1650 mm.
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поч. 1970-х рр., папір, казеїново-олійна темпера, 2570х3190 мм.
«Ballet», [cat. №33] 
early 1970s, paper, casein oil tempera, 2570х3190 mm.
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А-ля згонд, [кат. №4]
1973 р., картон, олія, 2545х1495 мм.
A La Seconde, [cat. №4]
1973, oil on cardboard, 2545х1495 mm.

Балерина з високим коміром, [кат. №85]
1970-ті рр., картон, олія, 840х620 мм.
Ballerina with a High Collar, [cat. №85]
1970s, oil on cardboard, 840х620 mm.

Танок, [кат. №97]
1970-ті рр., картон, олівець, 426х628 мм.
Dance, [cat. №97]
1970s, cardboard, pencil, 426х628 mm.
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Creation 
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A La Seconde, [cat. №4]
1973, oil on cardboard, 2545х1495 mm.

Балерина з високим коміром, [кат. №85]
1970-ті рр., картон, олія, 840х620 мм.
Ballerina with a High Collar, [cat. №85]
1970s, oil on cardboard, 840х620 mm.

Танок, [кат. №97]
1970-ті рр., картон, олівець, 426х628 мм.
Dance, [cat. №97]
1970s, cardboard, pencil, 426х628 mm.

 4  85

 97

Creation 



174

Створення II, [кат. №133]
1970-ті рр., картон, олія, 615-2655 мм.
Creation II, [cat. №133]
1970s, oil on cardboard, 615х2655 mm.

133

Чаклун, [кат. №125]
1970-ті рр., картон, олія, 844х613 мм.
Warlock, [cat. №125]
1970s, oil on cardboard, 844х613 mm.

Яго, [кат. №131]
поч. 1970-х рр., картон, олія, 1664х604 мм.
Iago, [cat. №131]
early 1970s, oil on cardboard, 1664х604 mm.

125131

175

Віщун I, [кат. №88]
1970-ті рр., картон, олівець, 805х1155 мм.
Diviner I, [cat. №88]
1970s, cardboard, pencil, 805х1155 mm.

Віщун II, [кат. №62]
1970-ті рр., картон, олія, 837х598 мм.
Diviner II, [cat. №62]
1970s, oil on cardboard, 837х598 mm.

88  62
Яго, [кат. №131] 
поч. 1970-х рр., папір, олія, 1664х604 мм.
«Iago», [cat. №131] 
early 1970s, oil on paper, 1664х604 mm.

Створення II, [кат. №133] 
1970-ті рр., папір, олія, 615-2655 мм.
«Creation II», [cat. №133] 
1970s, oil on paper, 615х2655 mm.

Чаклун, [кат. №125] 
1970-ті рр., папір, олія, 844х613 мм.
«Warlock», [cat. №125] 
1970s, oil on paper, 844х613 mm.

174

Створення II, [кат. №133]
1970-ті рр., картон, олія, 615-2655 мм.
Creation II, [cat. №133]
1970s, oil on cardboard, 615х2655 mm.

133

Чаклун, [кат. №125]
1970-ті рр., картон, олія, 844х613 мм.
Warlock, [cat. №125]
1970s, oil on cardboard, 844х613 mm.

Яго, [кат. №131]
поч. 1970-х рр., картон, олія, 1664х604 мм.
Iago, [cat. №131]
early 1970s, oil on cardboard, 1664х604 mm.

125131

175

Віщун I, [кат. №88]
1970-ті рр., картон, олівець, 805х1155 мм.
Diviner I, [cat. №88]
1970s, cardboard, pencil, 805х1155 mm.

Віщун II, [кат. №62]
1970-ті рр., картон, олія, 837х598 мм.
Diviner II, [cat. №62]
1970s, oil on cardboard, 837х598 mm.

88  62
Віщун I, [кат. №88] 
1970-ті рр., папір, олія, 805х1155 мм.
«Diviner I», [cat. №88] 
1970s, oil on paper, 805х1155 mm.

Віщун II, [кат. №62] 
1970-ті рр., папір, олія, 837х598 мм.
«Diviner II», [cat. №62] 
1970s, oil on paper, 837х598 mm.



174

Створення II, [кат. №133]
1970-ті рр., картон, олія, 615-2655 мм.
Creation II, [cat. №133]
1970s, oil on cardboard, 615х2655 mm.

133

Чаклун, [кат. №125]
1970-ті рр., картон, олія, 844х613 мм.
Warlock, [cat. №125]
1970s, oil on cardboard, 844х613 mm.

Яго, [кат. №131]
поч. 1970-х рр., картон, олія, 1664х604 мм.
Iago, [cat. №131]
early 1970s, oil on cardboard, 1664х604 mm.

125131

175

Віщун I, [кат. №88]
1970-ті рр., картон, олівець, 805х1155 мм.
Diviner I, [cat. №88]
1970s, cardboard, pencil, 805х1155 mm.

Віщун II, [кат. №62]
1970-ті рр., картон, олія, 837х598 мм.
Diviner II, [cat. №62]
1970s, oil on cardboard, 837х598 mm.

88  62
Яго, [кат. №131] 
поч. 1970-х рр., папір, олія, 1664х604 мм.
«Iago», [cat. №131] 
early 1970s, oil on paper, 1664х604 mm.

Створення II, [кат. №133] 
1970-ті рр., папір, олія, 615-2655 мм.
«Creation II», [cat. №133] 
1970s, oil on paper, 615х2655 mm.

Чаклун, [кат. №125] 
1970-ті рр., папір, олія, 844х613 мм.
«Warlock», [cat. №125] 
1970s, oil on paper, 844х613 mm.

174

Створення II, [кат. №133]
1970-ті рр., картон, олія, 615-2655 мм.
Creation II, [cat. №133]
1970s, oil on cardboard, 615х2655 mm.

133

Чаклун, [кат. №125]
1970-ті рр., картон, олія, 844х613 мм.
Warlock, [cat. №125]
1970s, oil on cardboard, 844х613 mm.

Яго, [кат. №131]
поч. 1970-х рр., картон, олія, 1664х604 мм.
Iago, [cat. №131]
early 1970s, oil on cardboard, 1664х604 mm.

125131

175

Віщун I, [кат. №88]
1970-ті рр., картон, олівець, 805х1155 мм.
Diviner I, [cat. №88]
1970s, cardboard, pencil, 805х1155 mm.

Віщун II, [кат. №62]
1970-ті рр., картон, олія, 837х598 мм.
Diviner II, [cat. №62]
1970s, oil on cardboard, 837х598 mm.

88  62
Віщун I, [кат. №88] 
1970-ті рр., папір, олія, 805х1155 мм.
«Diviner I», [cat. №88] 
1970s, oil on paper, 805х1155 mm.

Віщун II, [кат. №62] 
1970-ті рр., папір, олія, 837х598 мм.
«Diviner II», [cat. №62] 
1970s, oil on paper, 837х598 mm.
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Heads (painting)

176

Heads (painting)
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Heads (painting)

176

Heads (painting)



178

Голова в білій пов’язці II, [кат. №330]
1970-ті рр., картон, олія, 1190х830 мм.
Head in a White Band II, [cat. №330]
1970s, oil on cardboard, 1190х830 mm.

Голова в білій пов’язці III, [кат. №332]
1970-ті рр., картон, олія, 1185х820 мм.
Head in a White Band III, [cat. №332]
1970s, oil on cardboard, 1185х820 mm.

330

332
Голова в білій пов’язці на червоному фоні, [кат. №119]
1970-ті рр., картон, олія, 862х617 мм.
Head in a White Band against a Red Background, [cat. №119]
1970s, oil on cardboard, 862х617 mm.

119

Голова в папасі, [кат. №121]
1970-ті рр., картон, олія, 840х600 мм. 
Head in Papakha, [cat. №121]
1970s, oil on cardboard, 840х600 mm.

121

179

Полум’я, [кат. №109]
1970-ті рр., картон, олія, 863х618 мм.
Flame, [cat. №109]
1970s, oil on cardboard, 863х618 mm.

Голова одноокого, [кат. №117]
1970-ті рр., картон, олія, 840х626 мм.
Head of One-Eyed, [cat. №117]
1970s, oil on cardboard, 840х626 mm.

Голова сивого, [кат. №68]
1970-ті рр., картон, олія, 830х613 мм.
Head of Grey-Haired Man, [cat. №68]
1970s, oil on cardboard, 830х613 mm.

109 117

68
Голова рудого, [кат. №116]
1970-ті рр., картон, олія, 840х620 мм.
Head of Red-Haired Man, [cat. №116]
1970s, oil on cardboard, 840х620 mm.

116

Голова в папасі, [кат. №121] 
1970-ті рр., папір, олія, 840х600 мм.
«Head in Papakha», [cat. №121]
1970s, oil on paper, 840х600 mm.

Голова в білій пов’язці III, [кат. №332] 
1970-ті рр., папір, олія, 1185х820 мм.
«Head in a White Band III», [cat. №332] 
1970s, oil on paper, 1185х820 mm.

Голова в білій пов’язці II, [кат. №330] 
1970-ті рр., папір, олія, 1190х830 мм.
«Head in a White Band II», [cat. №330] 
1970s, oil on paper, 1190х830 mm.

Голова в білій пов’язці на червоному фоні, [кат. №119] 
1970-ті рр., папір, олія,  862х617 мм.
«Head in a White Band against a Red Background», [cat. №119] 
1970s, oil on paper, 862х617 mm.

178

Голова в білій пов’язці II, [кат. №330]
1970-ті рр., картон, олія, 1190х830 мм.
Head in a White Band II, [cat. №330]
1970s, oil on cardboard, 1190х830 mm.

Голова в білій пов’язці III, [кат. №332]
1970-ті рр., картон, олія, 1185х820 мм.
Head in a White Band III, [cat. №332]
1970s, oil on cardboard, 1185х820 mm.

330

332
Голова в білій пов’язці на червоному фоні, [кат. №119]
1970-ті рр., картон, олія, 862х617 мм.
Head in a White Band against a Red Background, [cat. №119]
1970s, oil on cardboard, 862х617 mm.

119

Голова в папасі, [кат. №121]
1970-ті рр., картон, олія, 840х600 мм. 
Head in Papakha, [cat. №121]
1970s, oil on cardboard, 840х600 mm.

121

179

Полум’я, [кат. №109]
1970-ті рр., картон, олія, 863х618 мм.
Flame, [cat. №109]
1970s, oil on cardboard, 863х618 mm.

Голова одноокого, [кат. №117]
1970-ті рр., картон, олія, 840х626 мм.
Head of One-Eyed, [cat. №117]
1970s, oil on cardboard, 840х626 mm.

Голова сивого, [кат. №68]
1970-ті рр., картон, олія, 830х613 мм.
Head of Grey-Haired Man, [cat. №68]
1970s, oil on cardboard, 830х613 mm.

109 117

68
Голова рудого, [кат. №116]
1970-ті рр., картон, олія, 840х620 мм.
Head of Red-Haired Man, [cat. №116]
1970s, oil on cardboard, 840х620 mm.

116

Полум’я, [кат. №109] 
1970-ті рр., папір, олія, 863х618 мм.
«Flame», [cat. №109] 
1970s, oil on paper, 863х618 mm.

Голова рудого, [кат. №116] 
1970-ті рр., папір, олія, 840х620 мм.
«Head of Red-Haired Man», [cat. №116] 
1970s, oil on paper, 840х620 mm.

Голова одноокого, [кат. №117] 
1970-ті рр., папір, олія, 840х626 мм.
«Head of One-Eyed», [cat. №117] 
1970s, oil on paper, 840х626 mm.

Голова сивого, [кат. №68] 
1970-ті рр., папір, олія, 830х613 мм.
«Head of Grey-Haired Man», [cat. №68] 
1970s, oil on paper, 830х613 mm.



178

Голова в білій пов’язці II, [кат. №330]
1970-ті рр., картон, олія, 1190х830 мм.
Head in a White Band II, [cat. №330]
1970s, oil on cardboard, 1190х830 mm.

Голова в білій пов’язці III, [кат. №332]
1970-ті рр., картон, олія, 1185х820 мм.
Head in a White Band III, [cat. №332]
1970s, oil on cardboard, 1185х820 mm.

330

332
Голова в білій пов’язці на червоному фоні, [кат. №119]
1970-ті рр., картон, олія, 862х617 мм.
Head in a White Band against a Red Background, [cat. №119]
1970s, oil on cardboard, 862х617 mm.

119

Голова в папасі, [кат. №121]
1970-ті рр., картон, олія, 840х600 мм. 
Head in Papakha, [cat. №121]
1970s, oil on cardboard, 840х600 mm.

121

179

Полум’я, [кат. №109]
1970-ті рр., картон, олія, 863х618 мм.
Flame, [cat. №109]
1970s, oil on cardboard, 863х618 mm.

Голова одноокого, [кат. №117]
1970-ті рр., картон, олія, 840х626 мм.
Head of One-Eyed, [cat. №117]
1970s, oil on cardboard, 840х626 mm.

Голова сивого, [кат. №68]
1970-ті рр., картон, олія, 830х613 мм.
Head of Grey-Haired Man, [cat. №68]
1970s, oil on cardboard, 830х613 mm.

109 117

68
Голова рудого, [кат. №116]
1970-ті рр., картон, олія, 840х620 мм.
Head of Red-Haired Man, [cat. №116]
1970s, oil on cardboard, 840х620 mm.

116

Голова в папасі, [кат. №121] 
1970-ті рр., папір, олія, 840х600 мм.
«Head in Papakha», [cat. №121]
1970s, oil on paper, 840х600 mm.

Голова в білій пов’язці III, [кат. №332] 
1970-ті рр., папір, олія, 1185х820 мм.
«Head in a White Band III», [cat. №332] 
1970s, oil on paper, 1185х820 mm.

Голова в білій пов’язці II, [кат. №330] 
1970-ті рр., папір, олія, 1190х830 мм.
«Head in a White Band II», [cat. №330] 
1970s, oil on paper, 1190х830 mm.

Голова в білій пов’язці на червоному фоні, [кат. №119] 
1970-ті рр., папір, олія,  862х617 мм.
«Head in a White Band against a Red Background», [cat. №119] 
1970s, oil on paper, 862х617 mm.

178

Голова в білій пов’язці II, [кат. №330]
1970-ті рр., картон, олія, 1190х830 мм.
Head in a White Band II, [cat. №330]
1970s, oil on cardboard, 1190х830 mm.

Голова в білій пов’язці III, [кат. №332]
1970-ті рр., картон, олія, 1185х820 мм.
Head in a White Band III, [cat. №332]
1970s, oil on cardboard, 1185х820 mm.

330

332
Голова в білій пов’язці на червоному фоні, [кат. №119]
1970-ті рр., картон, олія, 862х617 мм.
Head in a White Band against a Red Background, [cat. №119]
1970s, oil on cardboard, 862х617 mm.

119

Голова в папасі, [кат. №121]
1970-ті рр., картон, олія, 840х600 мм. 
Head in Papakha, [cat. №121]
1970s, oil on cardboard, 840х600 mm.

121

179

Полум’я, [кат. №109]
1970-ті рр., картон, олія, 863х618 мм.
Flame, [cat. №109]
1970s, oil on cardboard, 863х618 mm.

Голова одноокого, [кат. №117]
1970-ті рр., картон, олія, 840х626 мм.
Head of One-Eyed, [cat. №117]
1970s, oil on cardboard, 840х626 mm.

Голова сивого, [кат. №68]
1970-ті рр., картон, олія, 830х613 мм.
Head of Grey-Haired Man, [cat. №68]
1970s, oil on cardboard, 830х613 mm.

109 117

68
Голова рудого, [кат. №116]
1970-ті рр., картон, олія, 840х620 мм.
Head of Red-Haired Man, [cat. №116]
1970s, oil on cardboard, 840х620 mm.

116

Полум’я, [кат. №109] 
1970-ті рр., папір, олія, 863х618 мм.
«Flame», [cat. №109] 
1970s, oil on paper, 863х618 mm.

Голова рудого, [кат. №116] 
1970-ті рр., папір, олія, 840х620 мм.
«Head of Red-Haired Man», [cat. №116] 
1970s, oil on paper, 840х620 mm.

Голова одноокого, [кат. №117] 
1970-ті рр., папір, олія, 840х626 мм.
«Head of One-Eyed», [cat. №117] 
1970s, oil on paper, 840х626 mm.

Голова сивого, [кат. №68] 
1970-ті рр., папір, олія, 830х613 мм.
«Head of Grey-Haired Man», [cat. №68] 
1970s, oil on paper, 830х613 mm.



180

Голова з рудою бородою, [кат. №334]
1970-ті рр., картон, олія, 1230х850 мм.
Red-Bearded Head, [cat. №334]
1970s, oil on cardboard, 1230х850 mm.

Голова в чалмі й сережках II, [кат. №336]
1970-ті рр., картон, олія, 1105х825 мм.
Head in Turban with Earrings II, [cat. №336]
1970s, oil on cardboard, 1105х825 mm

334 336

Голова з прикритими очима, [кат. №118]
1970-ті рр., картон, олія, 840х620 мм.
Head with Eyes Closed, [cat. №118]
1970s, oil on cardboard, 840х620 mm.

Голова на сірому фоні, [кат. №65]
1970-ті рр., картон, олія, 840х619 мм.
Head against a Grey Background, [cat. №65]
1970s, oil on cardboard, 840х619 mm.

118 65

181

Голова бороданя, [кат. №110]
1970-ті рр., картон, олія, 840х617 мм.
Head of a Bearded Man, [cat. №110]
1970s, oil on cardboard, 840х617 mm.

Голова з жовтим чолом, [кат. №122]
1970-ті рр., картон, олія, 765х644 мм.
Head with a Yellow Forehead, [cat. №122]
1970s, oil on cardboard, 765х644 мм.

Голова зі шрамом, [кат. №335]
1970-ті рр., картон, олія, 1165х830 мм.
Scarred Head, [cat. №335]
1970s, oil on cardboard, 1165х830 mm.

110

122

335

Статуя, [кат. №120]
1970-ті рр., картон, олія, 840х420 мм.
Statue, [cat. №120]
1970s, oil on cardboard, 840х420 mm.

120

Голова з прикритими очима, [кат. №118] 
1970-ті рр., папір, олія, 840х620 мм.
«Head with Eyes Closed», [cat. №118] 
1970s, oil on paper, 840х620 mm.

Голова з рудою бородою, [кат. №334] 
1970-ті рр., папір, олія, 1230х850 мм.
«Red-Bearded Head», [cat. №334] 
1970s, oil on paper, 1230х850 mm.

Голова на сірому фоні, [кат. №65] 
1970-ті рр., папір, олія, 840х619 мм. 
«Head against a Grey Background», [cat. №65] 
1970s, oil on paper, 840х619 mm.

Голова в чалмі й сережках II, [кат. №336] 
1970-ті рр., папір, олія, 1105х825 мм.
«Head in Turban with Earrings II», [cat. №336] 
1970s, oil on paper, 1105х825 mm

180

Голова з рудою бородою, [кат. №334]
1970-ті рр., картон, олія, 1230х850 мм.
Red-Bearded Head, [cat. №334]
1970s, oil on cardboard, 1230х850 mm.

Голова в чалмі й сережках II, [кат. №336]
1970-ті рр., картон, олія, 1105х825 мм.
Head in Turban with Earrings II, [cat. №336]
1970s, oil on cardboard, 1105х825 mm

334 336

Голова з прикритими очима, [кат. №118]
1970-ті рр., картон, олія, 840х620 мм.
Head with Eyes Closed, [cat. №118]
1970s, oil on cardboard, 840х620 mm.

Голова на сірому фоні, [кат. №65]
1970-ті рр., картон, олія, 840х619 мм.
Head against a Grey Background, [cat. №65]
1970s, oil on cardboard, 840х619 mm.

118 65

181

Голова бороданя, [кат. №110]
1970-ті рр., картон, олія, 840х617 мм.
Head of a Bearded Man, [cat. №110]
1970s, oil on cardboard, 840х617 mm.

Голова з жовтим чолом, [кат. №122]
1970-ті рр., картон, олія, 765х644 мм.
Head with a Yellow Forehead, [cat. №122]
1970s, oil on cardboard, 765х644 мм.

Голова зі шрамом, [кат. №335]
1970-ті рр., картон, олія, 1165х830 мм.
Scarred Head, [cat. №335]
1970s, oil on cardboard, 1165х830 mm.
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Статуя, [кат. №120]
1970-ті рр., картон, олія, 840х420 мм.
Statue, [cat. №120]
1970s, oil on cardboard, 840х420 mm.
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Голова бороданя, [кат. №110] 
1970-ті рр., папір, олія, 840х617 мм.
«Head of a Bearded Man», [cat. №110] 
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Голова з рудою бородою, [кат. №334]
1970-ті рр., картон, олія, 1230х850 мм.
Red-Bearded Head, [cat. №334]
1970s, oil on cardboard, 1230х850 mm.

Голова в чалмі й сережках II, [кат. №336]
1970-ті рр., картон, олія, 1105х825 мм.
Head in Turban with Earrings II, [cat. №336]
1970s, oil on cardboard, 1105х825 mm

334 336

Голова з прикритими очима, [кат. №118]
1970-ті рр., картон, олія, 840х620 мм.
Head with Eyes Closed, [cat. №118]
1970s, oil on cardboard, 840х620 mm.

Голова на сірому фоні, [кат. №65]
1970-ті рр., картон, олія, 840х619 мм.
Head against a Grey Background, [cat. №65]
1970s, oil on cardboard, 840х619 mm.
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Крим, долина I, [кат. №28]
сер. 1970-х рр., полотно, олія, 1285х1700 мм.
Crimea, Valley I, [cat. №28]
the middle of 1970s, oil on canvas, 1285х1700 mm.

Крим, пшеничне поле, [кат. №179]
1974-75 рр., картон, олія, 1215х1645 мм.
Crimea, Wheat Field, [cat. №179]
1974-75, oil on cardboard, 1215х1645 mm.

Кримський пейзаж з кипарисами, [кат. №56]
1973-74 рр., картон, олія, 1231х1660 мм.
Crimean Landscape with Cypresses, [cat. №56]
1973-74, oil on cardboard, 1231х1660 mm.

Крим, осінь, [кат. №57]
1973-74 рр., картон, олія, 1660х1231 мм.
Crimea, Autumn, [cat. №57]
1973-74, oil on cardboard, 1660х1231 mm.

28  179
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Крим, долина II, [кат. №61]
1973-74 рр., картон, олія, 627х840 мм.
Crimea, Valley II, [cat. №61]
1973-74, oil on cardboard, 627х840 mm.

Пейзаж з садибою, [кат. №71]
1973-74 рр., картон, олія, 619х822 мм.
Landscape with Homestead, [cat. №71]
1973-74, oil on cardboard, 619х822 mm.

Гегард I, [кат. №313]
1970-ті рр., картон, олія, 2255х2435 мм.
Geghard I, [cat. №313]
1970s, oil on cardboard, 2255х2435 mm.

61 71

313
Собор III, [кат. №113]
1970-ті рр., картон, олія, 837х620 мм.
Cathedral III, [cat. №113]
1970s, oil on cardboard, 837х620 mm.
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Крим, осінь, [кат. №57] 
1973-74 рр., папір, олія, 1660х1231 мм.
«Crimea, Autumn», [cat. №57] 
1973-74, oil on paper, 1660х1231 mm.
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Крим, долина II, [кат. №61]
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Гегард III, [кат. №384]
1970-ті рр., картон, олія, 209х297 мм.
Geghard III, [cat. №384]
1970s, oil on cardboard, 209х297 mm.

 384

Гегард II, [кат. №383]
1970-ті рр., картон, олія, 208х298 мм.
Geghard II, [cat. №383]
1970s, oil on cardboard, 208х298 mm.

Гегард IV, [кат. №402]
1970-ті рр., картон, олія, 205х297 мм.
Gerghard IV, [cat. №402]
1970s, oil on cardboard, 205х297 mm.

Пагорб жовтий, [кат. №382]
1970-ті рр., картон, олія, 207х291 мм.
Yellow Hill, [cat. №382]
1970s, oil on cardboard, 207х291 mm.

 383  402
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Червоні скелі, [кат. №403]
1970-ті рр., картон, олія, 210х290 мм.
Red Cliff, [cat. №403]
1970s, oil on cardboard, 210х290 mm.

403
Одеса, Середньофонтанська III, [кат. №340]
1972-76 рр., картон, олія, 1220х1670 мм.
Odessa, Srednefontanskaya Street III, [cat. №340]
1972-76, oil on cardboard, 1220х1670 mm.

Вірменський собор, [кат. №96]
1960-ті рр., полотно, олія, 825х505 мм.
Armenian Cathedral, [cat. №96]
1960s, oil on canvas, 825х505 mm.

340

 96
Гори Гарні, [кат. №281]
1960-ті рр., картон, олія, 200х320 мм.
Mountains of Garni, [cat. №281]
1960s, oil on cardboard, 200х320 mm.
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Гегард III, [кат. №384]
1970-ті рр., картон, олія, 209х297 мм.
Geghard III, [cat. №384]
1970s, oil on cardboard, 209х297 mm.
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1970-ті рр., картон, олія, 208х298 мм.
Geghard II, [cat. №383]
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1970-ті рр., картон, олія, 205х297 мм.
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Натюрморт з квітами, [кат. №169]
1970-ті рр., картон, олія, 295х210 мм.
Still Life with Flowers, [cat. №169]
1970s, oil on cardboard, 295х210 mm.

Натюрморт з двома ложками, [кат. №161]
1970-ті рр., картон, олія, 295х210 мм.
Still Life with Two Spoons, [cat. №161]
1970s, oil on cardboard, 295х210 mm.

169  161

Вірський хліб, [кат. №159]
1970-ті рр., картон, олія, 210х295 мм.
Armenian Bread, [cat. №159]
1970s, oil on cardboard, 210х295 mm.

159
Натюрморт з білою ложкою, [кат. №153]
1970-ті рр., картон, олія, 210х295 мм.
Still Life with a White Spoon, [cat. №153]
1970s, oil on cardboard, 210х295 mm.

 153
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Натюрморт з кішкою, [кат. №22]
1970-ті рр., картон, олія, 1740х2485 мм.
Stil Life with a Cat, [cat. №22]
1970s, oil on cardboard, 1740х2485 mm.

Натюрморт з мідним тазом, [кат. №341]
1970-ті рр., картон, олія, 1185х1600 мм.
Still Life with a Copper Bowl, [cat. №341]
1970s, carboard, oil, 1185х1600 mm.

 22  341

Натюрморт з червоними шкарпетками, [кат. №162]
1970-ті рр., картон, олія, 295х210 мм.
Still Life with Red Socks, [cat. №162]
1970s, oil on cardboard, 295х210 mm.

Натюрморт зі шкарпетками, [кат. №143]
1970-ті рр., картон, олія, 295х210 мм.
Cardboard with Socks, [cat. №143]
1970s, oil on cardboard, 295х210 mm.
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Based on other motifs
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Натюрморт з вірменським текстилем, [кат. №165]
1970-ті рр., картон, олія, 295х210 мм.
Still Life with Armenian Textile, [cat. №165]
1970s, oil on cardboard, 295х210 mm.

 165
Натюрморт з вірменським текстилем, [кат. №165] 
1970-ті рр., папір, олія, 295х210 мм.
«Still Life with Armenian Textile», [cat. №165] 
1970s, oil on paper, 295х210 mm. Based on other motifs

192

Натюрморт з вірменським текстилем, [кат. №165]
1970-ті рр., картон, олія, 295х210 мм.
Still Life with Armenian Textile, [cat. №165]
1970s, oil on cardboard, 295х210 mm.
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М. Врубель «Демон, що сидить», [кат. №180]
1970-ті рр., картон, олія, 1425х2265 мм.
M. Vrubel. ‘Th e Demon Seated’, [cat. №180]
1970s, oil on cardboard, 1425х2265 mm.

М. Врубель «Царівна-Лебідь» I, [кат. №60]
1960-ті рр., полотно, олія, 841х643 мм.
M. Vrubel, ‘Th e Swan Princess’ I, [cat. №60]
1960s, oil on canvas, 841х643 mm.

М. Врубель, [кат. №135]
1970-ті рр., картон, олія, 1845х610 мм.
M. Vrubel, [cat. №135]
1970s, oil on cardboard, 1845х610 mm.

180

60 135

М. Врубель «Демон звергнутий» II, [кат. №41]
1970-ті рр., картон, олія, 1235х3305 мм.
M. Vrubel, ‘Th e Demon Downcast’ II, [cat. №41]
1970s, oil on cardboard, 1235х3305 mm.

 41
195

М. Врубель «Пан» II, [кат. №276]
1970-ті рр., папір, олівець, 774х593 мм.
M. Vrubel, ‘Pan’ II, [cat. №276]
1970s, paper, pencil, 774х593 mm.

 276
М. Врубель «Царівна-Лебідь» II, [кат. №277]
1970-е гг., бумага, смешанная техника, 839х595 мм.
M. Vrubel, ‘Th e Swan Princess’ II, [cat. №277]
1970s, paper, mixed method, 839х595 mm.

 277

М. Сар’ян «Натюрморт в світлій гаммі», [кат. №136/1]
кін. 1960-х рр., картон, олія, 1385х1030 мм.
M. Saryan, ‘Still Life in Light Color Range’, [cat. №136/1]
late 1960s, oil on cardboard, 1385х1030 mm.

136/1
М. Врубель «Пан» I, [кат. №256]
1970-ті рр., папір, вугілля, 580х407 мм.
M. Vrubel, ‘Pan’ I, [cat. №256]
1970s, paper, charcoal, 580х407 mm.

 256

М. Врубель «Царівна-Лебідь» I, [кат. №60] 
1960-ті рр., полотно, олія, 841х643 мм.
«M. Vrubel. ‘The Swan Princess’ I», [cat. №60] 
1960s, oil on canvas, 841х643 mm.
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1970-ті рр., папір, олія, 1425х2265 мм. 
«M. Vrubel. ‘The Demon Seated», [cat. №180] 
1970s, oil on paper, 1425х2265 mm.

М. Врубель, [кат. №135] 
1970-ті рр., папір, олія, 1845х610 мм.
«M. Vrubel», [cat. №135] 
1970s, oil on paper, 1845х610 mm.

М. Врубель «Демон звергнутий» II, [кат. №41] 
1970-ті рр., папір, олія, 1235х3305 мм.
«M. Vrubel. ‘The Demon Downcast’ II», [cat. №41] 
1970s, oil on paper, 1235х3305 mm.
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M. Vrubel, ‘Pan’ II, [cat. №276]
1970s, paper, pencil, 774х593 mm.
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К. Брюллов «Портрет археолога М. Ланчі» I, [кат. №218]
1950-ті рр., папір, вугілля, 830х595 мм.
K. Bryullov, ‘Portrait of Archeologist M. Lanci’ I, [cat. №218]
1950s, paper, charcoal, 830х595 mm.

К. Брюллов «Портрет археолога М. Ланчі» III, [кат. №363]
1950-ті рр., картон, олівець, 831х595 мм.
К. Bryullov, ‘Portrait of Archaeologist M. Lanci’ III, [cat. №363]
1950s, cardboard, pencil, 831х595 mm.

К. Брюллов «Портрет О. Струговщикова» II, [кат. №376]
1950-ті рр., картон, олівець, 833х500 мм.
К. Bryullov, ‘Portrait of Writer A. Strugovshchikov’ II, [cat. №376]
1950s, cardboard, pencil, 833х500 mm.

218363

376
М. Сар’ян «Портрет поета О. Цатуряна», [кат. №73]
кін. 1960-х рр., картон, олія, 844х607 мм.
M. Saryan, ‘Portrait of Poet A. Tsaturyan’, [cat. №73]
late 1960s, oil on cardboard, 844х607 mm.

 73
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П. Корін «Портрет М. Нестерова» II, 
1970-ті рр., картон, вугілля, 835х620 мм.
P. Korin, ‘Portrait of Artist M. Nesterov’ II, 
1970s, cardboard, charcoal, 835х620 mm.
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П. Корін «Портрет С. Коньонкова», [кат. №246]
1970-ті рр., папір, олівець, вугілля, акварель, 840х594 мм. 
P. Korin, ‘Portrait of S. Konenkov’, [cat. №246]
1970s, paper, pencil, charcoal, watercolor, 840х594 mm.

П. Корін «Портрет М. Холмогорова», [кат. №342]
1970-ті рр., картон, олія, 1342х853 мм. 
P. Korin, ‘Portrait of M. Kholmogorov’, [cat. №342]
1970s, oil on cardboard, 1342х853 mm.
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В. Сєров «Портрет графині О. Орлової», [кат. №252]
1970-ті рр., папір, олівець, 835х595 мм.
V. Serov, ‘Portrait of Countess O. Orlova’, [cat. №252]
1970s, paper, pencil, 835х595 mm.
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late 1940s, cardboard, charcoal, 750х557 mm.
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378

Рисунок №374, [кат. №374]
1950-ті рр., картон, вугілля, 810х570 мм. 
Drawing No.374, [cat. №374]
1950s, carboard, charcoal, 810х570 mm.

Рисунок №375, [кат. №375]
1950-ті рр., картон, олівець, 813х574 мм. 
Drawing No.375, [cat. №375]
1950s, cardboard, pencil, 813х574 mm.

374 375

А. Головін «Ф. Шаляпін в ролі Олоферна», [кат. №255]
1970-ті рр., картон, олівець, 984х620 мм. 
A. Golovin, ‘F. Chaliapin as Holofernes’, [cat. №255]
1970s, cardboard, pencil, 984х620 mm.
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Мікеланджело, [кат. №198]
1950-ті рр., картон, олівець, 288х420 мм. 
Michelangelo, [cat. №198]
1950s, cardboard, pencil, 288х420 mm.

198
Рисунок №289, [кат. №289]
1970-ті рр., картон, олівець, 918х192 мм. 
Drawing No.289, [cat. №289]
1970s, cardboard, pencil, 918х192 mm.
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Мікеланджело, [кат. №198] 
1950-ті рр., папір, олівець, 288х420 мм.
«Michelangelo», [cat. №198] 
1950s, paper, pencil, 288х420 mm.

Рисунок №289, [кат. №289] 
1970-ті рр., папір, олівець, 918х192 мм.
«Drawing No.289», [cat. №289] 
1970s, paper, pencil, 918х192 mm.
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Руда, [кат. №108]
1969-73 рр., картон, олія, 845х625 мм. 
Red-Headed Lady, [cat. №108]
1969-73, oil on cardboard, 845х625 mm.

Портрет подруги, [кат. №112]
1970-ті рр., картон, олія, 837х623 мм. 
Portrait of Girlfriend, [cat. №112]
1970s, oil on cardboard, 837х623 mm.

Дівчина з червоною квіткою, [кат. №343]
поч. 1970-х рр., картон, олія, 1185х845 мм. 
Girl with Red Flower, [cat. №343]
early 1970s, oil on cardboard, 1185х845 mm.

Образ невідомого, [кат. №66]
1970-ті рр., картон, олія, 840х600 мм. 
Image of Stranger, [cat. №66]
1970s, oil on cardboard, 840х600 mm.
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Дівчина, [кат. №401]
1970-ті рр., картон, олія, 845х603 мм. 
Girl, [cat. №401]
1970s, oil on cardboard, 845х603 mm.
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Оглядини II, [кат. №43]
поч. 1970-х рр., картон, олія, 3190х2400 мм.
Bride-Show II, [cat. №43]
early 1970s, oil on cardboard, 3190х2400 mm.

Оглядини I, [кат. №176]
1974 р., картон, олія, 3185х2400 мм.
Bride-Show I, [cat. №176]
1974, oil on cardboard, 3185х2400 mm.

43

 176
209

Російське свято, [кат. №181]
1974 р., картон, олія, 3190х2540 мм. 
Russian Holiday, [cat. №181]
1974, oil on cardboard, 3190х2540 mm.

Бояри II, [кат. №42]
поч. 1970-х рр., картон, олія, 3165х2405 мм. 
Boyars II, [cat. №42]
early 1970s, oil on cardboard, 3165х2405 mm.
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Синя гора, [кат. №43] 
1970-ті рр., папір, олія, 610х1660 мм. 
«Blue Mountain», [cat. №43] 
1970s, oil on paper, 610х1660 mm.
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1974 р., папір, олія, 3185х2400 мм.
«Bride-Show I», [cat. №176] 
1974, oil on paper, 3185х2400 mm.
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Бояри I, [кат. №99]
поч. 1970-х рр., картон, олівець, 415х625 мм. 
Boyars I, [cat. №99]
early 1970s, cardboard, pencil, 415х625 mm.

Цар, [кат. №147]
1970-ті рр., картон, олія, 295х210 мм. 
Tsar, [cat. №147]
1970s, oil on cardboard, 295х210 mm.

Церква на синьому фоні, [кат. №339]
поч. 1970-х рр., картон, олія, 1235х1681 мм. 
Church against Blue Background, [cat. №339]
early 1970s, oil on cardboard, 1235х1681 mm.
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339

Дівка, [кат. №405]
1970-ті рр., олія, змішана техніка, 828х613 мм.
Girl, [cat. №405]
1970s, cardboard, mixed method, 828х613 mm.
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Повстання, Осміяння, [кат. №86]
поч. 1970-х рр., папір, олія, 577х612 мм. 
Mocking, Rebellion, [cat. №86]
early 1970s, paper, oil, 577х612 mm.
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Дівка, [кат. №405] 
1970-ті рр., папір, олія, 828х613 мм. 
«Maid», [cat. №405] 
1970s, oil on paper, 828х613 mm.
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Осміяння I, [кат. №304]
1970-ті рр., картон, олія, 2457х3207 мм. 
Mocking I, [cat. №304]
1970s, oil on cardboard, 2457х3207 mm.

Осміяння II, [кат. №35]
1970-ті рр., картон, олія, 2520х3155 мм. 
Mocking II, [cat. №35]
1970s, oil on cardboard, 2520х3155 mm.

 304

 35
215

Осміяння пророка, [кат. №82]
поч. 1970-х рр., картон, олія, 601х833 мм. 
Mocking of Prophet, [cat. №82]
early 1970s, oil on cardboard, 601х833 mm.

Оголена з малиновими ногами, [кат. №10]
поч. 1970-х рр., картон, олія, 2415х1640 мм. 
Naked with Crimson Legs, [cat. №10]
early 1970s, oil on cardboard, 2415х1640 mm.

Африканець, [кат. №124]
поч. 1970-х рр., картон, олія, 1175х845 мм. 
African, [кат. №124]
early 1970s, oil on cardboard, 1175х845 mm.

 82
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Осміяння пророка, [кат. №82]
поч. 1970-х рр., картон, олія, 601х833 мм. 
Mocking of Prophet, [cat. №82]
early 1970s, oil on cardboard, 601х833 mm.

Оголена з малиновими ногами, [кат. №10]
поч. 1970-х рр., картон, олія, 2415х1640 мм. 
Naked with Crimson Legs, [cat. №10]
early 1970s, oil on cardboard, 2415х1640 mm.

Африканець, [кат. №124]
поч. 1970-х рр., картон, олія, 1175х845 мм. 
African, [кат. №124]
early 1970s, oil on cardboard, 1175х845 mm.
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Повстання, [кат. №302]
1970-ті рр., картон, олія, 2865х4035 мм. 
Rebellion, [cat. №302]
1970s, oil on cardboard, 2865х4035 mm.

Повстання I, [кат. №39]
1970-ті рр., картон, олія, 1645х1805 мм. 
Rebellion I, [cat. №39]
1970s, oil on cardboard, 1645х1805 mm.

Повстання II, [кат. №64]
1970-ті рр., картон, олія, 840х625 мм. 
Rebellion II, [cat. №64]
1970s, oil on cardboard, 840х625 mm.

 302
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Патріарх, [кат. №126]
1970-ті рр., картон, олія, 1176х843 мм. 
Patriarch, [cat. №126]
1970s, oil on cardboard, 1176х843 mm.

Повстання IV, [кат. №406]
1970-ті рр., картон, змішана техніка, 865х620 мм. 
Rebellion IV, [cat. №406]
1970s, cardboard, mixed method, 865х620 мм.

406126

диптих «Боротьба» I, [кат. №79]
1970-ті рр., картон, олія, 595х840 мм. 
Diptych ‘Fight’ I, [cat. №79]
1970s, oil on cardboard, 595х840 mm.

диптих «Боротьба» II, [кат. №400]
1970-ті рр., картон, олія, 600х840 мм. 
Diptych ‘Fight’ II, [cat. №400]
1970s, oil on cardboard, 600х840 mm.

79 400

Повстання, [кат. №302] 
1970-ті рр., папір, олія, 2865х4035 мм.
«Rebellion», [cat. №302] 
1970s, oil on paper, 2865х4035 mm.
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1970-ті рр., папір, олія, 1645х1805 мм.
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1970s, oil on paper, 1645х1805 mm.
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1970-ті рр., картон, олія, 595х840 мм. 
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1970-ті рр., картон, олія, 600х840 мм. 
Diptych ‘Fight’ II, [cat. №400]
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1970-ті рр., папір, олія, 865х620 мм. 
«Rebellion IV», [cat. №406] 
1970s, oil on paper, 865х620 mm. 

диптих «Боротьба» [кат. №79] 
I, 1970-ті рр., папір, олія, 595х840 мм.
«Diptych ‘Fight’ I», [cat. №79] 
1970s, oil on paper, 595х840 mm.

диптих «Боротьба» II, [кат. №400] 
1970-ті рр., папір, олія, 600х840 мм.
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1970s, oil on paper, 600х840 mm.
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Заклик, [кат. №325]
1970-ті рр., картон, олівець, 2450х2450 мм. 
Appeal, [cat. №325]
1970s, cardboard, pencil, 2450х2450 mm.
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Loveless Wedding
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Весілля без кохання, [кат. №318]
1990-ті рр., картон, олія, 3070х5020 мм. 
Loveless Wedding, [cat. №318]
1990s, oil on cardboard, 3070х5020 mm.

 318

Весілля без кохання II, [кат. №301]
кін. 1980-х рр., картон, олія, 2547х3200 мм. 
Loveless Wedding II, [cat. №301]
late 1980s, oil on cardboard, 2547х3200 mm.

301
ескіз «Весілля без кохання» II, [кат. №188]
кін. 1970-х рр., папір, олівець, 290х425 мм. 
Sketch of ‘Loveless Wedding’ II, [cat. №188]
late 1970s, paper, pencil, 290х425 mm.

188
223

Весілля без кохання III, [кат. №140]
1980-ті рр., картон, олія, 294х419 мм. 
Loveless Wedding III, [cat. №140]
1980s, oil on cardboard, 294х419 mm.

Весілля без кохання IV, [кат. №128]
1980-ті рр., картон, олія, 845х1205 мм. 
Loveless Wedding IV, [cat. №128]
1980s, oil on cardboard, 845х1205 mm.

140 128

Наречений I, [кат. №299]
1970-ті рр., картон, олія, 2533х1640 мм. 
Bridegroom I, [cat. №299]
1970s, oil on cardboard, 2533х1640 mm.

Наречений II, [кат. №337]
1980-ті рр., картон, олія, 1803х778 мм. 
Bridegroom II, [cat. №337]
1980s, oil on cardboard, 1803х778 mm,

299 337

Весілля без кохання II, [кат. №301] 
кін. 1980-х рр., папір, олія, 2547х3200 мм.
«Loveless Wedding II», [cat. №301] 
late 1980s, oil on paper, 2547х3200 mm.

Весілля без кохання, [кат. №318] 
1990-ті рр., папір, олія, 3070х5020 мм.
«Loveless Wedding», [cat. №318] 
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кін. 1970-х рр., папір, олівець, 290х425 мм.
«Sketch of ‘Loveless Wedding’ II», [cat. №188] 
late 1970s, paper, pencil, 290х425 mm.
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late 1980s, oil on paper, 2547х3200 mm.

Весілля без кохання, [кат. №318] 
1990-ті рр., папір, олія, 3070х5020 мм.
«Loveless Wedding», [cat. №318] 
1990s, oil on paper, 3070х5020 mm.

ескіз «Весілля без кохання» II, [кат. №188] 
кін. 1970-х рр., папір, олівець, 290х425 мм.
«Sketch of ‘Loveless Wedding’ II», [cat. №188] 
late 1970s, paper, pencil, 290х425 mm.
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Весілля без кохання, [кат. №318]
1990-ті рр., картон, олія, 3070х5020 мм. 
Loveless Wedding, [cat. №318]
1990s, oil on cardboard, 3070х5020 mm.
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Весілля без кохання II, [кат. №301]
кін. 1980-х рр., картон, олія, 2547х3200 мм. 
Loveless Wedding II, [cat. №301]
late 1980s, oil on cardboard, 2547х3200 mm.

301
ескіз «Весілля без кохання» II, [кат. №188]
кін. 1970-х рр., папір, олівець, 290х425 мм. 
Sketch of ‘Loveless Wedding’ II, [cat. №188]
late 1970s, paper, pencil, 290х425 mm.
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Весілля без кохання III, [кат. №140]
1980-ті рр., картон, олія, 294х419 мм. 
Loveless Wedding III, [cat. №140]
1980s, oil on cardboard, 294х419 mm.

Весілля без кохання IV, [кат. №128]
1980-ті рр., картон, олія, 845х1205 мм. 
Loveless Wedding IV, [cat. №128]
1980s, oil on cardboard, 845х1205 mm.

140 128

Наречений I, [кат. №299]
1970-ті рр., картон, олія, 2533х1640 мм. 
Bridegroom I, [cat. №299]
1970s, oil on cardboard, 2533х1640 mm.

Наречений II, [кат. №337]
1980-ті рр., картон, олія, 1803х778 мм. 
Bridegroom II, [cat. №337]
1980s, oil on cardboard, 1803х778 mm,

299 337

Весілля без кохання III, [кат. №140] 
1980-ті рр., папір, олія, 294х419 мм.
«Loveless Wedding III», [cat. №140] 
1980s, oil on paper,  294х419 mm.

Наречений I, [кат. №299] 
1970-ті рр., папір, олія, 2533х1640 мм.
«Bridegroom I», [cat. №299] 
1970s, oil on paper, 2533х1640 mm.

Весілля без кохання IV, [кат. №128] 
1980-ті рр., папір, олія, 845х1205 мм.
«Loveless Wedding IV», [cat. №128] 
1980s, oil on paper, 845х1205 mm.

Наречений II, [кат. №337] 
1980-ті рр., папір, олія, 1803х778 мм.
«Bridegroom II», [cat. №337] 
1980s, oil on paper, 1803х778 mm,
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Вірменська наречена I, [кат. №92]
1980-ті рр., картон, олія, 1005х798 мм. 
Armenian Bride I, [cat. №92]
1980s, oil on cardboard, 1005х798 mm.

Вірменська наречена II, [кат. №90]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride II, [cat. №90]
1980s, oil on cardboard, 1007х792 mm.

Вірменська наречена III, [кат. №89]
1980-ті рр., картон, олія, 1003х797 мм. 
Armenian Bride III, [cat. №89]
1980s, oil on cardboard, 1003х797 mm.

Вірменська наречена IV, [кат. №93]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride IV, [cat. №93]
1980s, oil on cardboard, 1007х792 mm.
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Наречений IV, [кат. №34]
1990-ті рр., картон, олія, 1515х1225 мм. 
Bridegroom IV, [cat. №34]
1990s, oil on cardboard, 1515х1225 mm.

Наречений VI, [кат. №141]
1990-ті рр., картон, олія, 1090х1205 мм. 
Bridegroom VI, [cat. №141]
1990s, oil on cardboard, 1090х1205 mm.

Наречений VII, [кат. №78]
1990-ті рр., картон, олія, 1298х1058 мм. 
Bridegroom VII, [cat. №78]
1990s, oil on cardboard, 1298х1058 mm.

34

141

78

Наречений IX, [кат. №84]
1990-ті рр., картон, олія, 822х1023 мм. 
Bridegroom IX, [cat. №84]
1990s, oil on cardboard, 822х1023 mm.

84
Вірменська наречена III, [кат. №89] 
1980-ті рр., папір, олія, 1003х797 мм.
«Armenian Bride III», [cat. №89] 
1980s, oil on paper, 1003х797 mm.

Вірменська наречена I, [кат. №92] 
1980-ті рр., папір, олія, 1005х798 мм.
«Armenian Bride I», [cat. №92] 
1980s, oil on paper, 1005х798 mm.

Вірменська наречена IV, [кат. №93] 
1980-ті рр., папір, олія, 1007х792 мм.
«Armenian Bride IV», [cat. №93] 
1980s, oil on paper, 1007х792 mm.

Вірменська наречена II, [кат. №90] 
1980-ті рр., папір, олія, 1007х792 мм.
«Armenian Bride II», [cat. №90] 
1980s, oil on paper, 1007х792 mm.
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Вірменська наречена I, [кат. №92]
1980-ті рр., картон, олія, 1005х798 мм. 
Armenian Bride I, [cat. №92]
1980s, oil on cardboard, 1005х798 mm.

Вірменська наречена II, [кат. №90]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride II, [cat. №90]
1980s, oil on cardboard, 1007х792 mm.

Вірменська наречена III, [кат. №89]
1980-ті рр., картон, олія, 1003х797 мм. 
Armenian Bride III, [cat. №89]
1980s, oil on cardboard, 1003х797 mm.

Вірменська наречена IV, [кат. №93]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride IV, [cat. №93]
1980s, oil on cardboard, 1007х792 mm.
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Наречений IV, [кат. №34]
1990-ті рр., картон, олія, 1515х1225 мм. 
Bridegroom IV, [cat. №34]
1990s, oil on cardboard, 1515х1225 mm.

Наречений VI, [кат. №141]
1990-ті рр., картон, олія, 1090х1205 мм. 
Bridegroom VI, [cat. №141]
1990s, oil on cardboard, 1090х1205 mm.

Наречений VII, [кат. №78]
1990-ті рр., картон, олія, 1298х1058 мм. 
Bridegroom VII, [cat. №78]
1990s, oil on cardboard, 1298х1058 mm.

34

141

78

Наречений IX, [кат. №84]
1990-ті рр., картон, олія, 822х1023 мм. 
Bridegroom IX, [cat. №84]
1990s, oil on cardboard, 822х1023 mm.

84
Наречений VI, [кат. №141] 
1990-ті рр., папір, олія, 1090х1205 мм.
«Bridegroom VI», [cat. №141] 
1990s, oil on paper, 1090х1205 mm. 

Наречений IV, [кат. №34] 
1990-ті рр., папір, олія, 1515х1225 мм.
«Bridegroom IV», [cat. №34] 
1990s, oil on paper, 1515х1225 mm.

Наречений IX, [кат. №84] 
1990-ті рр., папір, олія, 822х1023 мм.
«Bridegroom IX», [cat. №84] 
1990s, oil on paper, 822х1023 mm.

Наречений VII, [кат. №78] 
1990-ті рр., папір, олія, 1298х1058 мм.
«Bridegroom VII», [cat. №78] 
1990s, oil on paper, 1298х1058 mm.
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Вірменська наречена I, [кат. №92]
1980-ті рр., картон, олія, 1005х798 мм. 
Armenian Bride I, [cat. №92]
1980s, oil on cardboard, 1005х798 mm.

Вірменська наречена II, [кат. №90]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride II, [cat. №90]
1980s, oil on cardboard, 1007х792 mm.

Вірменська наречена III, [кат. №89]
1980-ті рр., картон, олія, 1003х797 мм. 
Armenian Bride III, [cat. №89]
1980s, oil on cardboard, 1003х797 mm.

Вірменська наречена IV, [кат. №93]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride IV, [cat. №93]
1980s, oil on cardboard, 1007х792 mm.
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Наречений IV, [кат. №34]
1990-ті рр., картон, олія, 1515х1225 мм. 
Bridegroom IV, [cat. №34]
1990s, oil on cardboard, 1515х1225 mm.

Наречений VI, [кат. №141]
1990-ті рр., картон, олія, 1090х1205 мм. 
Bridegroom VI, [cat. №141]
1990s, oil on cardboard, 1090х1205 mm.

Наречений VII, [кат. №78]
1990-ті рр., картон, олія, 1298х1058 мм. 
Bridegroom VII, [cat. №78]
1990s, oil on cardboard, 1298х1058 mm.

34

141

78

Наречений IX, [кат. №84]
1990-ті рр., картон, олія, 822х1023 мм. 
Bridegroom IX, [cat. №84]
1990s, oil on cardboard, 822х1023 mm.

84
Вірменська наречена III, [кат. №89] 
1980-ті рр., папір, олія, 1003х797 мм.
«Armenian Bride III», [cat. №89] 
1980s, oil on paper, 1003х797 mm.

Вірменська наречена I, [кат. №92] 
1980-ті рр., папір, олія, 1005х798 мм.
«Armenian Bride I», [cat. №92] 
1980s, oil on paper, 1005х798 mm.

Вірменська наречена IV, [кат. №93] 
1980-ті рр., папір, олія, 1007х792 мм.
«Armenian Bride IV», [cat. №93] 
1980s, oil on paper, 1007х792 mm.

Вірменська наречена II, [кат. №90] 
1980-ті рр., папір, олія, 1007х792 мм.
«Armenian Bride II», [cat. №90] 
1980s, oil on paper, 1007х792 mm.
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Вірменська наречена I, [кат. №92]
1980-ті рр., картон, олія, 1005х798 мм. 
Armenian Bride I, [cat. №92]
1980s, oil on cardboard, 1005х798 mm.

Вірменська наречена II, [кат. №90]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride II, [cat. №90]
1980s, oil on cardboard, 1007х792 mm.

Вірменська наречена III, [кат. №89]
1980-ті рр., картон, олія, 1003х797 мм. 
Armenian Bride III, [cat. №89]
1980s, oil on cardboard, 1003х797 mm.

Вірменська наречена IV, [кат. №93]
1980-ті рр., картон, олія, 1007х792 мм. 
Armenian Bride IV, [cat. №93]
1980s, oil on cardboard, 1007х792 mm.
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Наречений IV, [кат. №34]
1990-ті рр., картон, олія, 1515х1225 мм. 
Bridegroom IV, [cat. №34]
1990s, oil on cardboard, 1515х1225 mm.

Наречений VI, [кат. №141]
1990-ті рр., картон, олія, 1090х1205 мм. 
Bridegroom VI, [cat. №141]
1990s, oil on cardboard, 1090х1205 mm.

Наречений VII, [кат. №78]
1990-ті рр., картон, олія, 1298х1058 мм. 
Bridegroom VII, [cat. №78]
1990s, oil on cardboard, 1298х1058 mm.

34

141

78

Наречений IX, [кат. №84]
1990-ті рр., картон, олія, 822х1023 мм. 
Bridegroom IX, [cat. №84]
1990s, oil on cardboard, 822х1023 mm.

84
Наречений VI, [кат. №141] 
1990-ті рр., папір, олія, 1090х1205 мм.
«Bridegroom VI», [cat. №141] 
1990s, oil on paper, 1090х1205 mm. 

Наречений IV, [кат. №34] 
1990-ті рр., папір, олія, 1515х1225 мм.
«Bridegroom IV», [cat. №34] 
1990s, oil on paper, 1515х1225 mm.

Наречений IX, [кат. №84] 
1990-ті рр., папір, олія, 822х1023 мм.
«Bridegroom IX», [cat. №84] 
1990s, oil on paper, 822х1023 mm.

Наречений VII, [кат. №78] 
1990-ті рр., папір, олія, 1298х1058 мм.
«Bridegroom VII», [cat. №78] 
1990s, oil on paper, 1298х1058 mm.
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Наречена III, [кат. №105]
1990-ті рр., картон, олія, 965х810 мм. 
Bride III, [cat. №105]
1990s, oil on cardboard, 965х810 mm.

Наречена V, [кат. №139]
кін. 1990-х рр., картон, олія, 442х295 мм. 
Bride V, [cat. №139]
late 1990s, oil on cardboard, 442х295 mm.

105139

Батько нареченого I, [кат. №59]
1990-ті рр., картон, олія, 504х399 мм. 
Bridegroom’s Father I, [cat. №59]
1990s, oil on cardboard, 504х399 mm.

Батько нареченого II, [кат. №77]
1990-ті рр., картон, олія, темпера, 842х690 мм. 
Bridegroom’s Father II, [cat. №77]
1990s, oil on cardboard, tempera, 842х690 mm.

59 77
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Музика з зурною, [кат. №91]
1980-ті рр., картон, олія, 840х624 мм. 
A Musician with Zurna, [cat. №91]
1980s, oil on cardboard, 840х624 mm.

91
Мати нареченої I, [кат. №81]
1990-ті рр., картон, олія, 679х535 мм. 
Bride’s Mother I, [cat. №81]
1990s, oil on cardboard, 679х535 mm.

Мати нареченої III, [кат. №309]
1990-ті рр., картон, вугілля, 2020х1220 мм. 
Bride’s Mother III, [cat. №309]
1990s, cardboard, charcoal, 2020х1220 mm.

Мати нареченої IV, [кат. №94]
1990-ті рр., картон, олія, 1343х1046 мм. 
Bride’s Mother IV, [cat. №94]
1990s, oil on cardboard, 1343х1046 mm.

81
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Наречена V, [кат. №139] 
кін. 1990-х рр., папір, олія, 442х295 мм.
«Bride V», [cat. №139] 
late 1990s, oil on paper, 442х295 mm.

Батько нареченого I, [кат. №59] 
1990-ті рр., папір, олія, 504х399 мм.
«Bridegroom’s Father I», [cat. №59] 
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1990-ті рр., папір, олія, 842х690 мм.
«Bridegroom’s Father II», [cat. №77] 
1990s, oil on paper, 842х690 mm.
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1980s, oil on cardboard, 840х624 mm.
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Мати нареченої III, [кат. №309] 
1990-ті рр., папір, вугілля, 2020х1220 мм. 
«Bride’s Mother III», [cat. №309] 
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Мати нареченої IV, [кат. №94] 
1990-ті рр., папір, олія, 1343х1046 мм.
«Bride’s Mother IV», [cat. №94] 
1990s, oil on paper, 1343х1046 mm.

Мати нареченої I, [кат. №81] 
1990-ті рр., папір, олія, 679х535 мм.
«Bride’s Mother I», [cat. №81] 
1990s, oil on paper, 679х535 mm.
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Наречена III, [кат. №105]
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Bride III, [cat. №105]
1990s, oil on cardboard, 965х810 mm.

Наречена V, [кат. №139]
кін. 1990-х рр., картон, олія, 442х295 мм. 
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кін. 1990-х рр., картон, олія, 442х295 мм. 
Bride V, [cat. №139]
late 1990s, oil on cardboard, 442х295 mm.

105139

Батько нареченого I, [кат. №59]
1990-ті рр., картон, олія, 504х399 мм. 
Bridegroom’s Father I, [cat. №59]
1990s, oil on cardboard, 504х399 mm.

Батько нареченого II, [кат. №77]
1990-ті рр., картон, олія, темпера, 842х690 мм. 
Bridegroom’s Father II, [cat. №77]
1990s, oil on cardboard, tempera, 842х690 mm.

59 77
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Музика з зурною, [кат. №91]
1980-ті рр., картон, олія, 840х624 мм. 
A Musician with Zurna, [cat. №91]
1980s, oil on cardboard, 840х624 mm.

91
Мати нареченої I, [кат. №81]
1990-ті рр., картон, олія, 679х535 мм. 
Bride’s Mother I, [cat. №81]
1990s, oil on cardboard, 679х535 mm.

Мати нареченої III, [кат. №309]
1990-ті рр., картон, вугілля, 2020х1220 мм. 
Bride’s Mother III, [cat. №309]
1990s, cardboard, charcoal, 2020х1220 mm.

Мати нареченої IV, [кат. №94]
1990-ті рр., картон, олія, 1343х1046 мм. 
Bride’s Mother IV, [cat. №94]
1990s, oil on cardboard, 1343х1046 mm.

81

309 94
Мати нареченої III, [кат. №309] 
1990-ті рр., папір, вугілля, 2020х1220 мм. 
«Bride’s Mother III», [cat. №309] 
1990s, paper, charcoal, 2020х1220 mm.
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1980-ті рр., папір, олія, 840х624 мм.
«A Musician with Zurna», [cat. №91] 
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Мати нареченої IV, [кат. №94] 
1990-ті рр., папір, олія, 1343х1046 мм.
«Bride’s Mother IV», [cat. №94] 
1990s, oil on paper, 1343х1046 mm.

Мати нареченої I, [кат. №81] 
1990-ті рр., папір, олія, 679х535 мм.
«Bride’s Mother I», [cat. №81] 
1990s, oil on paper, 679х535 mm.
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Батько нареченої з відкритими очима, [кат. №98]
1990-ті рр., картон, олія, темпера, 1020х825 мм. 
Bride’s Father with Open Eyes, [cat. №98]
1990s, oil on cardboard, tempera, 1020х825 mm.

98
Музика з барабаном II, [кат. №74]
1980-ті рр., картон, змішана техніка, 862х611 мм. 
Musician With a Drum II, [cat. №74]
1980s, cardboard, mixed method, 862х611 mm.

74

Наречена II, [кат. №103]
1990-ті рр., картон, олія, 611х859 мм. 
Bride II, [cat. №103]
1990s, oil on cardboard, 611х859 mm.
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229

Khachkar

Наречена II, [кат. №103] 
1990-ті рр., папір, олія, 611х859 мм.
«Bride II», [cat. №103] 
1990s, oil on paper, 611х859 mm.

Батько нареченої з відкритими очима, [кат. №98] 
1990-ті рр., папір, олія, 1020х825 мм.
«Bride’s Father with Open Eyes», [cat. №98] 
1990s, oil on paper, 1020х825 mm.

Музика з барабаном II, [кат. №74] 
1980-ті рр., папір, змішана техніка, 862х611 мм.
«Musician With a Drum II», [cat. №74] 
1980s, paper, mixed method, 862х611 mm.

228

Батько нареченої з відкритими очима, [кат. №98]
1990-ті рр., картон, олія, темпера, 1020х825 мм. 
Bride’s Father with Open Eyes, [cat. №98]
1990s, oil on cardboard, tempera, 1020х825 mm.

98
Музика з барабаном II, [кат. №74]
1980-ті рр., картон, змішана техніка, 862х611 мм. 
Musician With a Drum II, [cat. №74]
1980s, cardboard, mixed method, 862х611 mm.

74

Наречена II, [кат. №103]
1990-ті рр., картон, олія, 611х859 мм. 
Bride II, [cat. №103]
1990s, oil on cardboard, 611х859 mm.

103

Khachkar



228

Батько нареченої з відкритими очима, [кат. №98]
1990-ті рр., картон, олія, темпера, 1020х825 мм. 
Bride’s Father with Open Eyes, [cat. №98]
1990s, oil on cardboard, tempera, 1020х825 mm.

98
Музика з барабаном II, [кат. №74]
1980-ті рр., картон, змішана техніка, 862х611 мм. 
Musician With a Drum II, [cat. №74]
1980s, cardboard, mixed method, 862х611 mm.

74

Наречена II, [кат. №103]
1990-ті рр., картон, олія, 611х859 мм. 
Bride II, [cat. №103]
1990s, oil on cardboard, 611х859 mm.

103
229

Khachkar

Наречена II, [кат. №103] 
1990-ті рр., папір, олія, 611х859 мм.
«Bride II», [cat. №103] 
1990s, oil on paper, 611х859 mm.

Батько нареченої з відкритими очима, [кат. №98] 
1990-ті рр., папір, олія, 1020х825 мм.
«Bride’s Father with Open Eyes», [cat. №98] 
1990s, oil on paper, 1020х825 mm.

Музика з барабаном II, [кат. №74] 
1980-ті рр., папір, змішана техніка, 862х611 мм.
«Musician With a Drum II», [cat. №74] 
1980s, paper, mixed method, 862х611 mm.

228

Батько нареченої з відкритими очима, [кат. №98]
1990-ті рр., картон, олія, темпера, 1020х825 мм. 
Bride’s Father with Open Eyes, [cat. №98]
1990s, oil on cardboard, tempera, 1020х825 mm.

98
Музика з барабаном II, [кат. №74]
1980-ті рр., картон, змішана техніка, 862х611 мм. 
Musician With a Drum II, [cat. №74]
1980s, cardboard, mixed method, 862х611 mm.

74

Наречена II, [кат. №103]
1990-ті рр., картон, олія, 611х859 мм. 
Bride II, [cat. №103]
1990s, oil on cardboard, 611х859 mm.

103

Khachkar



230

Хачкар, [кат. №317]
1990-ті рр., картон, олія, 3060х4690 мм. 
Khachkar, [cat. №317]
1990s, oil on cardboard, 3060х4690 mm.

 317

Хачкар I, [кат. №393]
1980-ті рр., картон, олівець, 296х420 мм. 
Khachkar I, [cat. №393]
1980s, cardboard, pencil, 296х420 mm.

Хачкар II, [кат. №385]
1980-ті рр., картон, олівець, 297х420 мм. 
Khachkar II, [cat. №385]
1980s, cardboard, pencil, 297х420 mm.

 393  385
231

Хачкар, чотири фігури, [кат. №327]
1980-ті рр., картон, олівець, 3027х4040 мм. 
Khachkar, Four Figures”, [cat. №327]
1980s, cardboard, pencil, 3027х4040 mm.

 327
Хачкар III, [кат. №76]
кін. 1980-х рр., картон, олія, 842х596 мм. 
Khachkar III, [cat. №76]
late 1980s, oil on cardboard, 842х596 mm.

76

Мати-Вірменія I, [кат. №314]
1990-ті рр., картон, змішана техніка, 612х522 мм. 
Mother Armenia I, [cat. №314]
1990s, cardboard, mixed method, 612х522 mm.

Мати-Вірменія II, [кат. №100]
1990-ті рр., картон, олівець, 680х560 мм. 
Mother Armenia II, [cat. №100]
1990s, cardboard, pencil, 680х560 mm.

 314  100
Хачкар I, [кат. №393] 
1980-ті рр., папір, олівець, 296х420 мм.
«Khachkar I», [cat. №393] 
1980s, paper, pencil, 296х420 mm.

Хачкар, [кат. №317] 
1990-ті рр., папір, олія, 3060х4690 мм.
«Khachkar», [cat. №317] 
1990s, oil on paper, 3060х4690 mm.

Хачкар II, [кат. №385] 
1980-ті рр., папір, олівець, 297х420 мм.
«Khachkar II», [cat. №385] 
1980s, paper, pencil, 297х420 mm.
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76

Мати-Вірменія I, [кат. №314]
1990-ті рр., картон, змішана техніка, 612х522 мм. 
Mother Armenia I, [cat. №314]
1990s, cardboard, mixed method, 612х522 mm.

Мати-Вірменія II, [кат. №100]
1990-ті рр., картон, олівець, 680х560 мм. 
Mother Armenia II, [cat. №100]
1990s, cardboard, pencil, 680х560 mm.

 314  100
Мати-Вірменія I, [кат. №314] 
1990-ті рр., папір, змішана техніка, 612х522 мм.
«Mother Armenia I», [cat. №314] 
1990s, paper, mixed method, 612х522 mm.

Хачкар, чотири фігури, [кат. №327] 
1980-ті рр., папір, вугілля, олівець, 3027х4040 мм.
«Khachkar, Four Figures», [cat. №327] 
1980s, paper, charcoal, pencil, 3027х4040 mm.

Мати-Вірменія II, [кат. №100] 
1990-ті рр., папір, олія, 680х560 мм.
«Mother Armenia II», [cat. №100] 
1990s, oil on paper, 680х560 mm.

Хачкар III, [кат. №76] 
кін. 1980-х рр., папір, олія, 842х596 мм.
«Khachkar III», [cat. №76] 
late 1980s, oil on paper, 842х596 mm.
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Мати-Вірменія III, [кат. №102]
1990-ті рр., картон, олія, 613х860 мм. 
Mother Armenia III, [cat. №102]
1990s, oil on cardboard, 613х860 mm.

 102
Мати-Вірменія V, [кат. №208]
1990-ті рр., картон, змішана техніка, 612х435 мм. 
Mother Armenia V, [cat. №208]
1990s, cardboard, mixed method, 612х435 mm.

Мати-Вірменія VI, [кат. №45]
1990-ті рр., картон, олія, 610х963 мм. 
Mother Armenia VI, [cat. №45]
1990s, oil on cardboard, 610х963 mm.

Мати-Вірменія VII, [кат. №75]
1990-ті рр., картон, олія, 597х807 мм. 
Mother Armenia VII, [cat. №75]
1990s, oil on cardboard, 597х807 mm.

 208

 45 75
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Мати-Вірменія IV, [кат. №183]
1990-ті рр., картон, олівець, 1015х795 мм. 
Mother Armenia IV, [cat. №183]
1990s, cardboard, pencil, 1015х795 mm.

 183
Алегорія, [кат. №144]
1980-ті рр., картон, олія, 295х210 мм. 
Allegory, [cat. №144]
1980s, oil on cardboard, 295х210 mm.

144

Образ I, [кат. №185]
1990-ті рр., картон, змішана техніка, 840х782 мм. 
Image I, [cat. №185]
1990s, cardboard, mixed method, 840х782 mm.

185
Орач, [кат. №210]
1990-ті рр., картон, вугілля, 840х620 мм. 
Plowman, [cat. №210]
1990s, cardboard, charcoal, 840х620 mm.

210
Мати-Вірменія VII, [кат. №75] 
1990-ті рр., папір, олія, 597х807 мм.
«Mother Armenia VII», [cat. №75] 
1990s, oil on paper, 597х807 mm.

Мати-Вірменія V, [кат. №208] 
1990-ті рр., папір, змішана техніка, 612х435 мм.
«Mother Armenia V», [cat. №208] 
1990s, paper, mixed method, 612х435 mm.

Мати-Вірменія VI, [кат. №45] 
1990-ті рр., папір, олія, 610х963 мм.
«Mother Armenia VI», [cat. №45] 
1990s, oil on paper, 610х963 mm.

Мати-Вірменія III, [кат. №102] 
1990-ті рр., папір, олія, 613х860 мм.
«Mother Armenia III», [cat. №102] 
1990s, oil on paper, 613х860 mm.
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1990-ті рр., картон, вугілля, 840х620 мм. 
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1990s, cardboard, charcoal, 840х620 mm.

210
Образ I, [кат. №185] 
1990-ті рр., папір, вугілля, олівець, 840х782 мм.
«Image I», [cat. №185] 
1990s, paper, charcoal, pencil, 840х782 mm.

Мати-Вірменія IV, [кат. №183] 
1990-ті рр., папір, олівець, 1015х795 мм.
«Mother Armenia IV», [cat. №183] 
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Мати-Вірменія III, [кат. №102]
1990-ті рр., картон, олія, 613х860 мм. 
Mother Armenia III, [cat. №102]
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1990s, cardboard, mixed method, 612х435 mm.

Мати-Вірменія VI, [кат. №45]
1990-ті рр., картон, олія, 610х963 мм. 
Mother Armenia VI, [cat. №45]
1990s, oil on cardboard, 610х963 mm.

Мати-Вірменія VII, [кат. №75]
1990-ті рр., картон, олія, 597х807 мм. 
Mother Armenia VII, [cat. №75]
1990s, oil on cardboard, 597х807 mm.
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Мати-Вірменія IV, [кат. №183]
1990-ті рр., картон, олівець, 1015х795 мм. 
Mother Armenia IV, [cat. №183]
1990s, cardboard, pencil, 1015х795 mm.

 183
Алегорія, [кат. №144]
1980-ті рр., картон, олія, 295х210 мм. 
Allegory, [cat. №144]
1980s, oil on cardboard, 295х210 mm.
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Образ I, [кат. №185]
1990-ті рр., картон, змішана техніка, 840х782 мм. 
Image I, [cat. №185]
1990s, cardboard, mixed method, 840х782 mm.
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Орач, [кат. №210]
1990-ті рр., картон, вугілля, 840х620 мм. 
Plowman, [cat. №210]
1990s, cardboard, charcoal, 840х620 mm.
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Мати-Вірменія VII, [кат. №75] 
1990-ті рр., папір, олія, 597х807 мм.
«Mother Armenia VII», [cat. №75] 
1990s, oil on paper, 597х807 mm.

Мати-Вірменія V, [кат. №208] 
1990-ті рр., папір, змішана техніка, 612х435 мм.
«Mother Armenia V», [cat. №208] 
1990s, paper, mixed method, 612х435 mm.

Мати-Вірменія VI, [кат. №45] 
1990-ті рр., папір, олія, 610х963 мм.
«Mother Armenia VI», [cat. №45] 
1990s, oil on paper, 610х963 mm.

Мати-Вірменія III, [кат. №102] 
1990-ті рр., папір, олія, 613х860 мм.
«Mother Armenia III», [cat. №102] 
1990s, oil on paper, 613х860 mm.

232

Мати-Вірменія III, [кат. №102]
1990-ті рр., картон, олія, 613х860 мм. 
Mother Armenia III, [cat. №102]
1990s, oil on cardboard, 613х860 mm.
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1990s, oil on cardboard, 597х807 mm.
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Мати-Вірменія IV, [кат. №183]
1990-ті рр., картон, олівець, 1015х795 мм. 
Mother Armenia IV, [cat. №183]
1990s, cardboard, pencil, 1015х795 mm.

 183
Алегорія, [кат. №144]
1980-ті рр., картон, олія, 295х210 мм. 
Allegory, [cat. №144]
1980s, oil on cardboard, 295х210 mm.
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Образ I, [кат. №185]
1990-ті рр., картон, змішана техніка, 840х782 мм. 
Image I, [cat. №185]
1990s, cardboard, mixed method, 840х782 mm.

185
Орач, [кат. №210]
1990-ті рр., картон, вугілля, 840х620 мм. 
Plowman, [cat. №210]
1990s, cardboard, charcoal, 840х620 mm.

210
Образ I, [кат. №185] 
1990-ті рр., папір, вугілля, олівець, 840х782 мм.
«Image I», [cat. №185] 
1990s, paper, charcoal, pencil, 840х782 mm.

Мати-Вірменія IV, [кат. №183] 
1990-ті рр., папір, олівець, 1015х795 мм.
«Mother Armenia IV», [cat. №183] 
1990s, paper, pencil, 1015х795 mm.

Орач, [кат. №210] 
1990-ті рр., папір, вугілля, 840х620 мм.
«Plowman», [cat. №210] 
1990s, paper, charcoal, 840х620 mm.

Алегорія, [кат. №144] 
1980-ті рр., папір, олія, 295х210 мм.
«Allegory», [cat. №144] 
1980s, oil on paper, 295х210 mm.
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Образ III, [кат. №240]
1990-ті рр., картон, змішана техніка, 610х430 мм. 
Image III, [cat. №240]
1990s, cardboard, mixed method, 610х430 mm.

Образ IV, [кат. №266]
1990-ті рр., картон, змішана техніка, 590х500 мм. 
Image IV, [cat. №266]
1990s, cardboard, mixed method, 590х500 mm.

240 266

Хачкар, ескіз стоп і кистей, [кат. №101]
1990-ті рр., картон, змішана техніка, 613х860 мм. 
Khachkar, Sketch of Foot and Hand, [cat. №101]
1990s, cardboard, mixed method, 613х860 mm.

Ескіз стоп, [кат. №381]
1990-ті рр., картон, олія, 400х615 мм. 
Sketch of Feet, [cat. №381]
1990s, oil on cardboard, 400х615 mm.
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Ескіз стопи I, [кат. №258]
1990-ті рр., картон, змішана техніка, 525х487 мм. 
Sketch of Foot I, [cat. №258]
1990s, cardboard, mixed method, 525х487 mm.

Ескіз гомілки II, [кат. №284]
1990-ті рр., картон, вугілля, 850х620 мм. 
Sketch of a Foot II, [cat. №284]
1990s, cardboard, charcoal, 850х620 mm.

Ескіз стопи II, [кат. №296]
1990-ті рр., картон, олівець, 290х620 мм. 
Sketch of a Foot II, [cat. №296]
1990s, cardboard, pencil, 290х620 mm.
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 296
Ескіз кисті, [кат. №196]
1990-ті рр., картон, олівець, 298х420 мм. 
Sketch of a Hand, [cat. №196]
1990s, cardboard, pencil, 298х420 mm.

 196
Хачкар, ескіз стоп і кистей, [кат. №101] 
1990-ті рр., папір, змішана техніка, 613х860 мм.
«Khachkar, Sketch of Foot and Hand», [cat. №101] 
1990s, paper, mixed method, 613х860 mm.

Образ III, [кат. №240] 
1990-ті рр., папір, змішана техніка, 610х430 мм.
«Image III», [cat. №240] 
1990s, paper, mixed method, 610х430 mm.

Ескіз стоп, [кат. №381] 
1990-ті рр., папір, казеїново - олійна темпера, 400х615 мм.
«Feet Scetch», [cat. №381] 
1990s, paper, casein oil tempera, 400х615 mm.

Образ IV, [кат. №266] 
1990-ті рр., папір, змішана техніка, 590х500 мм.
«Image IV», [cat. №266] 
1990s, paper, mixed method, 590х500 mm.
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Ескіз стопи та кисті, [кат. №231]
1990-ті рр., картон, олівець, 620х840 мм. 
Sketch of Foot and Hand, [cat. №231]
1990s, cardboard, pencil, 620х840 mm.

 231

237

Ethnic Images
Ескіз стопи та кисті, [кат. №231] 
1990-ті рр., папір, олівець, 620х840 мм. 
«Sketch of Foot and Hand», [cat. №231] 
1990s, paper, pencil, 620х840 mm.
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1990-ті рр., картон, олівець, 620х840 мм. 
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231 Ethnic Images
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Гуцулка з піднятими руками, [кат. №2]
1960-ті рр., картон, олія, темпера, 2545х1735 мм. 
Huzul Woman with Raised Hands, [cat. №2]
1960s, oil on cardboard, tempera, 2545х1735 mm.

Гуцулка в червоному фартусі, [кат. №25]
кін. 1960-х рр., картон, олія, темпера, 2475х1650 мм. 
Huzul Woman in a Red Apron, [cat. №25]
late 1960s, oil, tempera, cardboard 2475х1650 mm.

Руда гуцулка з блакитними очима та двома чашами, [кат. №26]
кін. 1960-х рр., картон, олія, темпера, 2530х1645 мм. 
Red-haired Blue-Eyed Huzul Woman with Two Bowls, [cat. №26]
late 1960s, oil on cardboard, tempera, 2530х1645 mm.

Гуцулка з чашею, [кат. №5]
кін. 1960-х рр., картон, олія, 2545х1650 мм. 
Huzul Woman With a Bowl, [cat. №5]
late 1960s, oil on cardboard, 2545х1650 mm.
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Українка, [кат. №316]
кін. 1960-х рр., полотно, олія, 2555х1685 мм. 
A Ukrainian Woman, [cat. №316]
late 1960s, oil on canvas, 2555х1685 mm.

Портрет гуцула, [кат. №47]
кін. 1960-х рр., полотно, олія, 2560х1705 мм. 
Portrait of a Huzul, [cat. №47]
late1960s, oil on cardboard, 2560х1705 mm.

Гуцули, [кат. №58]
1977-78 рр., полотно, олія, 2385х2005 мм. 
Huzuls, [cat. №58]
1977-78, oil on canvas, 2385х2005 mm.

Гуцулка на фоні синіх гір, [кат. №49]
кін. 1960-х рр., полотно, олія, 2385х2050 мм. 
Huzul Woman Against the Background of Blue Mountains, [cat. №49]
late 1960s, oil on canvas, 2385х2050 mm.
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Руда гуцулка з блакитними очима та двома чашами, [кат. №26] 
кін. 1960-х рр., папір, олія, 2530х1645 мм.
«Red-haired Blue-Eyed Huzul Woman with Two Bowls», [cat. №381] 
late 1960s, oil on paper, 2530х1645 mm.

Гуцулка з піднятими руками, [кат. №2] 
1960-ті рр., папір, олія, темпера, 2545х1735 мм.
«Huzul Woman with Raised Hands», [cat. №2] 
1960s, oil on paper, tempera, 2545х1735 mm.

Гуцулка з чашею, [кат. №5] 
кін. 1960-х рр., папір, олія, 2545х1650 мм.
«Huzul Woman With a Bowl», [cat. №5] 
late 1960s, oil on paper, 2545х1650 mm.

Гуцулка в червоному фартусі, [кат. №25] 
кін. 1960-х рр., папір, олія, 2475х1650 мм.
«Huzul Woman in a Red Apron», [cat. №25] 
late 1960s, oil on paper, 2475х1650 mm.
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1977-78 рр., полотно, олія, 2385х2005 мм. 
Huzuls, [cat. №58]
1977-78, oil on canvas, 2385х2005 mm.

Гуцулка на фоні синіх гір, [кат. №49]
кін. 1960-х рр., полотно, олія, 2385х2050 мм. 
Huzul Woman Against the Background of Blue Mountains, [cat. №49]
late 1960s, oil on canvas, 2385х2050 mm.
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Гуцули, [кат. №58] 
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Гуцулка з піднятими руками, [кат. №2]
1960-ті рр., картон, олія, темпера, 2545х1735 мм. 
Huzul Woman with Raised Hands, [cat. №2]
1960s, oil on cardboard, tempera, 2545х1735 mm.

Гуцулка в червоному фартусі, [кат. №25]
кін. 1960-х рр., картон, олія, темпера, 2475х1650 мм. 
Huzul Woman in a Red Apron, [cat. №25]
late 1960s, oil, tempera, cardboard 2475х1650 mm.

Руда гуцулка з блакитними очима та двома чашами, [кат. №26]
кін. 1960-х рр., картон, олія, темпера, 2530х1645 мм. 
Red-haired Blue-Eyed Huzul Woman with Two Bowls, [cat. №26]
late 1960s, oil on cardboard, tempera, 2530х1645 mm.

Гуцулка з чашею, [кат. №5]
кін. 1960-х рр., картон, олія, 2545х1650 мм. 
Huzul Woman With a Bowl, [cat. №5]
late 1960s, oil on cardboard, 2545х1650 mm.
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Гуцул, [кат. №67]
поч. 1970-х рр., картон, олія, 840х623 мм. 
Huzul, [cat. №67]
early 1970s, oil on cardboardо, 840х623 mm.

Червона спідниця, [кат. №9]
1970-ті рр., картон, олія, 2520х1635 мм. 
Red Skirt, [cat. №9]
1970s, oil on cardboard, 2520х1635 mm.

Курдянка в зеленій спідниці, [кат. №24]
1972 р., картон, олія, 2550-1655 мм. 
Kurdish Woman in a Green Skirt, [cat. №24]
1972, oil on cardboard, 2550-1655 mm.

 67 9

 24
Картон до мозаїки в ательє «Берізка», [кат. №20]
1963 р., картон, олія, 2605х2002 мм. 
Cardboard to the Mosaic in Beriozka Studio, [cat. №20]
1963, oil on cardboard, 2605х2002 mm.
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Іспанка, [кат. №14]
поч. 1970-х рр., картон, олія, 2545х1655 мм. 
Spaniard, [cat. №14]
early 1970, oil on cardboard, 2545х1655 mm.

Російська баба, [кат. №14]
1972 р., картон, олія, 2535х1645 мм. 
Russian Old Woman, [cat. №14]
1972, oil on canvas, 2535х1645 mm.

Вірменська танцівниця, [кат. №23]
поч. 1970-х рр., картон, олія, 2545х1655 мм. 
Armenian Dancer, [cat. №23]
early 1970s, oil on cardboard, 2545х1655 mm.

Африканка в жовтому, [кат. №338]
1970-ті рр., картон, олія, 1258х836 мм. 
An African in Yellow, [cat. №338]
1970s, oil on cardboard, 1258х836 mm.

 14  178

 23  338
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1972, paper, casein oil tempera, 2535х1645 mm.
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Курдянка в національному костюмі, [кат. №12]
1972 р., картон, олія 2530-1645 мм. 
Kurdish Woman in National Costume, [cat. №12]
1972, oil on cardboard, 2530-1645 mm.
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Minor Images
Курдянка в національному костюмі, [кат. №12] 
1972 р., папір, олія, 2530-1645 мм. 
«Kurdish Woman in National Costume», [cat. №12] 
1972, oil on paper, 2530-1645 mm.
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Вірменія, [кат. №149]
1970-ті рр., картон, олія, 295х210 мм. 
Armenia, [cat. №149]
1970s, oil on cardboard, 295х210 mm.

Вірменка з гранатами, [кат. №157]
1970-ті рр., картон, олія, 295х210 мм. 
Armenian Woman with Pomegranates, [cat. №157]
1970s, oil on cardboard, 295х210 mm.

Вірменка на фоні помаранчевого дерева, [кат. №164]
1970-ті рр., картон, олія, 295х210 мм. 
Armenian Woman Against the Background of an Orange Tree, [cat. №164]
1970s, oil on cardboard, 295х210 mm.

Вірменка з двома тарелями, [кат. №175]
1970-ті рр., картон, олія, 295х210 мм. 
Armenian Woman with Two Dishes, [cat. №175]
1970s, oil on cardboard, 295х210 mm.
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Снігова I, [кат. №150]
1970-ті рр., картон, олія, 295х210 мм. 
Snowy I, [cat. №150]
1970s, oil on cardboard, 295х210 mm.

Снігова III, [кат. №155]
1970-ті рр., картон, олія, 295х215 мм. 
Snowy III, [cat. №155]
1970s, oil on cardboard, 295х215 mm.

Вірменин з двома глеками, [кат. №166]
1970-ті рр., картон, олія, 295х210 мм. 
Armenian with Two Jugs, [cat. №166]
1970s, oil on cardboard, 295х210 mm.
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Жінка, [кат. №174]
1980-ті рр., картон, олія, 295х210 мм. 
A Woman, [cat. №174]
1980s, oil on cardboard, 295х210 mm.
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«Armenian Woman Against the Background of an Orange Tree», 
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1970s, oil on paper, 295х210 mm.
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1970-ті рр., папір, олія, 295х210 мм.
«Armenia», [cat. №149] 
1970s, oil,  paper, 295х210 mm.

Вірменка з двома тарелями, [кат. №175] 
1970-ті рр., папір, олія, 295х210 мм.
«Armenian Woman with Two Dishes», [cat. №175] 
1970s, oil on paper, 295х210 mm.

Вірменка з гранатами, [кат. №157] 
1970-ті рр., папір, олія, 295х210 мм.
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1970s, oil on paper, 295х210 mm.
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Снігова I, [кат. №150]
1970-ті рр., картон, олія, 295х210 мм. 
Snowy I, [cat. №150]
1970s, oil on cardboard, 295х210 mm.

Снігова III, [кат. №155]
1970-ті рр., картон, олія, 295х215 мм. 
Snowy III, [cat. №155]
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Єгипет, [кат. №146]
1970-ті рр., картон, олія, 295х210 мм. 
Egypt, [cat. №146]
1970s, oil on cardboard, 295х210 mm.

Україна, [кат. №170]
1970-ті рр., картон, олія, 210х295 мм. 
Ukraine, [cat. №170]
1970s, oil on cardboard, 210х295 mm.

146

170

Схід, [кат. №156]
1970-ті рр., картон, олія, 295х210 мм. 
Th e Orient, [кат. №156]
1970s, oil on cardboard, 295х210 mm.

Прозріння, [кат. №158]
1970-ті рр., картон, олія, 295х210 мм. 
Epiphany, [cat. №158]
1970s, oil on cardboard, 295х210 mm.

 156

158
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Осяяння, [кат. №167]
1970-ті рр., картон, олія, 295х210 мм. 
Revelation, [cat. №167]
1970s, oil on cardboard, 295х210 mm.

Відчай, [кат. №168]
1970-ті рр., картон, олія, 295х210 мм. 
Despair, [cat. №168]
1970s, oil on cardboard, 295х210 mm.

167 168

Росія, [кат. №148]
1970-ті рр., картон, олія, 295х210 мм. 
Russia, [cat. №148]
1970s, oil on cardboard, 295х210 mm.

 148
Російські мотиви, [кат. №172]
1970-ті рр., картон, олія, 210х295 мм. 
Russian Motives, [cat. №172]
1970s, oil on cardboard, 210х295 mm.

 172
Прозріння, [кат. №158] 
1970-ті рр., папір, олія, 295х210 мм.
«Epiphany», [cat. №158] 
1970s, oil on paper, 295х210 mm.

Єгипет, [кат. №146] 
1970-ті рр., папір, олія, 295х210 мм.
«Egypt», [cat. №146] 
1970s, oil on paper, 295х210 mm.

Україна, [кат. №170] 
1970-ті рр., папір, олія, 210х295 мм.
«Ukraine», [cat. №170] 
1970s, oil on paper, 210х295 mm.

Схід, [кат. №156]  
1970-ті рр., папір, олія, 295х210 мм.
«The Orient», [cat. №156] 
1970s, oil on paper, 295х210 mm.
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поліптих «Грація» I, [кат. №19]
кін. 1970-х рр., картон, вугілля, олівець, 2535х916 мм. 
polyptych ‘Grace’ I, [cat. №19]
late 1970s, cardboard, charcoal, pencil, 2535х916 mm.

поліптих «Грація» II, [кат. №17]
кін. 1970-х рр., картон, вугілля, олівець, 2535х825 мм. 
polyptych ‘Grace’ II, [cat. №17]
late 1970s, cardboard, charcoal, pencil, 2535х825 mm.

поліптих «Грація» III, [кат. №16]
кін. 1970-х рр., картон, вугілля, олівець, 2535х836 мм. 
polyptych ‘Grace’ III, [cat. №16]
late 1970s, cardboard, charcoal, pencil, 2535х836 mm.

поліптих «Грація» IV, [кат. №18]
кін. 1970-х рр., картон, вугілля, олівець, 2535х822 мм. 
polyptych ‘Grace’ IV, [cat. №18]
late 1970s, cardboard, charcoal, pencil, 2535х822 mm.
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поліптих «Грація» III, [кат. №16] 
кін. 1970-х рр., папір, вугілля, олівець, 2535х836 мм.
«polyptych ‘Grace’ III», [cat. №16] 
late 1970s, paper, charcoal, pencil, 2535х836 mm. 

поліптих «Грація» I, [кат. №19] 
кін. 1970-х рр., папір, вугілля, олівець, 2535х916 мм.
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late 1970s, cardboard, charcoal, pencil, 2535х916 mm.

поліптих «Грація» II, [кат. №17]
кін. 1970-х рр., картон, вугілля, олівець, 2535х825 мм. 
polyptych ‘Grace’ II, [cat. №17]
late 1970s, cardboard, charcoal, pencil, 2535х825 mm.

поліптих «Грація» III, [кат. №16]
кін. 1970-х рр., картон, вугілля, олівець, 2535х836 мм. 
polyptych ‘Grace’ III, [cat. №16]
late 1970s, cardboard, charcoal, pencil, 2535х836 mm.

поліптих «Грація» IV, [кат. №18]
кін. 1970-х рр., картон, вугілля, олівець, 2535х822 мм. 
polyptych ‘Grace’ IV, [cat. №18]
late 1970s, cardboard, charcoal, pencil, 2535х822 mm.

19 17

16 18
251

поліптих «Грація» III, [кат. №16] 
кін. 1970-х рр., папір, вугілля, олівець, 2535х836 мм.
«polyptych ‘Grace’ III», [cat. №16] 
late 1970s, paper, charcoal, pencil, 2535х836 mm. 

поліптих «Грація» I, [кат. №19] 
кін. 1970-х рр., папір, вугілля, олівець, 2535х916 мм.
«polyptych ‘Grace’ I», [cat. №19] 
late 1970s, paper, charcoal, pencil, 2535х916 mm.

поліптих «Грація» IV, [кат. №18] 
кін. 1970-х рр., папір, вугілля, олівець, 2535х822 мм.
«polyptych ‘Grace’ IV», [cat. №18] 
late 1970s, paper, charcoal, pencil, 2535х822 mm.

поліптих «Грація» II, [кат. №17] 
кін. 1970-х рр., папір, вугілля, олівець, 2535х825 мм.
«polyptych ‘Grace’ II», [cat. №17] 
late 1970s, paper, charcoal, pencil, 2535х825 mm.

250

поліптих «Грація» I, [кат. №19]
кін. 1970-х рр., картон, вугілля, олівець, 2535х916 мм. 
polyptych ‘Grace’ I, [cat. №19]
late 1970s, cardboard, charcoal, pencil, 2535х916 mm.

поліптих «Грація» II, [кат. №17]
кін. 1970-х рр., картон, вугілля, олівець, 2535х825 мм. 
polyptych ‘Grace’ II, [cat. №17]
late 1970s, cardboard, charcoal, pencil, 2535х825 mm.

поліптих «Грація» III, [кат. №16]
кін. 1970-х рр., картон, вугілля, олівець, 2535х836 мм. 
polyptych ‘Grace’ III, [cat. №16]
late 1970s, cardboard, charcoal, pencil, 2535х836 mm.

поліптих «Грація» IV, [кат. №18]
кін. 1970-х рр., картон, вугілля, олівець, 2535х822 мм. 
polyptych ‘Grace’ IV, [cat. №18]
late 1970s, cardboard, charcoal, pencil, 2535х822 mm.

19 17

16 18
251



252

Натурниця-вірменка I, [кат. №197]
1970-ті рр., картон, олівець, 297х420 мм. 
Armenian Model I, [cat. №197]
1970s, cardboard, pencil, 297х420 mm.

Натурниця-вірменка II, [кат. №292]
1970-ті рр., картон, олівець, 730х465 мм. 
Armenian Model II, [cat. №292]
1970s, cardboard, pencil, 730х465 mm.

Натурниця-вірменка IV, [кат. №205]
1970-ті рр., картон, олівець, 420х298 мм. 
Armenian Model IV, [cat. №205]
1970s, cardboard, pencil, 420х298 mm.

197

292

205

Струнка натурниця, [кат. №40]
1970-ті рр., картон, вугілля, 1975х1053 мм. 
Slender Model, [cat. №40]
1970s, cardboard, charcoal, 1975х1053 mm.

40

253

Літня натурниця з короткою зачіскою I, [кат. №236]
1970-ті рр., картон, олівець, 710х457 мм. 
Aged Model With Short Hair I, [cat. №236]
1970s, cardboard, pencil, 710х457 mm.

Літня натурниця з короткою зачіскою II, [кат. №388]
1970-ті рр., картон, олівець, 298х226 мм. 
Aged Model With Short Hair II, [cat. №388]
1970s, cardboard, pencil, 298х226 mm.

Літня натурниця з короткою зачіскою III, [кат. №389]
1970-ті рр., картон, олівець, 418х295 мм. 
Aged Model With Short Hair III, [cat. №389]
1970s, cardboard, pencil, 418х295 mm.

236 388

389
Товста натурниця III, [кат. №395]
поч. 1980-х рр., картон, олівець, 293х420 мм. 
A Plump Model III, [cat. №395]
early 1980s, cardboard, pencil, 293х420 mm.

395
Натурниця-вірменка I, [кат. №197] 
1970-ті рр., папір, олівець, 297х420 мм.
«Armenian Model I», [cat. №197] 
1970s, paper, pencil, 297х420 mm.

Струнка натурниця, [кат. №40] 
1970-ті рр., папір, вугілля, 1975х1053 мм.
«Slender Model», [cat. №40] 
1970s, paper, charcoal, 1975х1053 mm.

Натурниця-вірменка IV, [кат. №205] 
1970-ті рр., папір, олівець, 420х298 мм.
«Armenian Model IV», [cat. №205] 
1970s, paper, pencil, 420х298 mm.

Натурниця-вірменка II, [кат. №292] 
1970-ті рр., папір, олівець, 730х465 мм.
«Armenian Model II», [cat. №292] 
1970s, paper, pencil, 730х465 mm.

252

Натурниця-вірменка I, [кат. №197]
1970-ті рр., картон, олівець, 297х420 мм. 
Armenian Model I, [cat. №197]
1970s, cardboard, pencil, 297х420 mm.

Натурниця-вірменка II, [кат. №292]
1970-ті рр., картон, олівець, 730х465 мм. 
Armenian Model II, [cat. №292]
1970s, cardboard, pencil, 730х465 mm.

Натурниця-вірменка IV, [кат. №205]
1970-ті рр., картон, олівець, 420х298 мм. 
Armenian Model IV, [cat. №205]
1970s, cardboard, pencil, 420х298 mm.

197

292

205

Струнка натурниця, [кат. №40]
1970-ті рр., картон, вугілля, 1975х1053 мм. 
Slender Model, [cat. №40]
1970s, cardboard, charcoal, 1975х1053 mm.

40

253

Літня натурниця з короткою зачіскою I, [кат. №236]
1970-ті рр., картон, олівець, 710х457 мм. 
Aged Model With Short Hair I, [cat. №236]
1970s, cardboard, pencil, 710х457 mm.

Літня натурниця з короткою зачіскою II, [кат. №388]
1970-ті рр., картон, олівець, 298х226 мм. 
Aged Model With Short Hair II, [cat. №388]
1970s, cardboard, pencil, 298х226 mm.

Літня натурниця з короткою зачіскою III, [кат. №389]
1970-ті рр., картон, олівець, 418х295 мм. 
Aged Model With Short Hair III, [cat. №389]
1970s, cardboard, pencil, 418х295 mm.

236 388

389
Товста натурниця III, [кат. №395]
поч. 1980-х рр., картон, олівець, 293х420 мм. 
A Plump Model III, [cat. №395]
early 1980s, cardboard, pencil, 293х420 mm.

395
Літня натурниця з короткою зачіскою III, [кат. №389] 
1970-ті рр., папір, олівець, 418х295 мм. 
«Aged Model With Short Hair III», [cat. №389] 
1970s, paper, pencil, 418х295 mm.

Літня натурниця з короткою зачіскою I, [кат. №236] 
1970-ті рр., папір, олівець, 710х457 мм.
«Aged Model With Short Hair I», [cat. №236] 
1970s, paper, pencil, 710х457 mm.

Товста натурниця III, [кат. №395] 
поч. 1980-х рр., папір, олівець, 293х420 мм.
«A Plump Model III», [cat. №395] 
early 1980s, paper, pencil, 293х420 mm.

Літня натурниця з короткою зачіскою II, [кат. №388] 
1970-ті рр., папір, олівець, 298х226 мм.
«Aged Model With Short Hair II», [cat. №388] 
1970s, paper, pencil, 298х226 mm.



252

Натурниця-вірменка I, [кат. №197]
1970-ті рр., картон, олівець, 297х420 мм. 
Armenian Model I, [cat. №197]
1970s, cardboard, pencil, 297х420 mm.

Натурниця-вірменка II, [кат. №292]
1970-ті рр., картон, олівець, 730х465 мм. 
Armenian Model II, [cat. №292]
1970s, cardboard, pencil, 730х465 mm.

Натурниця-вірменка IV, [кат. №205]
1970-ті рр., картон, олівець, 420х298 мм. 
Armenian Model IV, [cat. №205]
1970s, cardboard, pencil, 420х298 mm.

197

292

205

Струнка натурниця, [кат. №40]
1970-ті рр., картон, вугілля, 1975х1053 мм. 
Slender Model, [cat. №40]
1970s, cardboard, charcoal, 1975х1053 mm.

40

253

Літня натурниця з короткою зачіскою I, [кат. №236]
1970-ті рр., картон, олівець, 710х457 мм. 
Aged Model With Short Hair I, [cat. №236]
1970s, cardboard, pencil, 710х457 mm.

Літня натурниця з короткою зачіскою II, [кат. №388]
1970-ті рр., картон, олівець, 298х226 мм. 
Aged Model With Short Hair II, [cat. №388]
1970s, cardboard, pencil, 298х226 mm.

Літня натурниця з короткою зачіскою III, [кат. №389]
1970-ті рр., картон, олівець, 418х295 мм. 
Aged Model With Short Hair III, [cat. №389]
1970s, cardboard, pencil, 418х295 mm.

236 388

389
Товста натурниця III, [кат. №395]
поч. 1980-х рр., картон, олівець, 293х420 мм. 
A Plump Model III, [cat. №395]
early 1980s, cardboard, pencil, 293х420 mm.

395
Натурниця-вірменка I, [кат. №197] 
1970-ті рр., папір, олівець, 297х420 мм.
«Armenian Model I», [cat. №197] 
1970s, paper, pencil, 297х420 mm.

Струнка натурниця, [кат. №40] 
1970-ті рр., папір, вугілля, 1975х1053 мм.
«Slender Model», [cat. №40] 
1970s, paper, charcoal, 1975х1053 mm.

Натурниця-вірменка IV, [кат. №205] 
1970-ті рр., папір, олівець, 420х298 мм.
«Armenian Model IV», [cat. №205] 
1970s, paper, pencil, 420х298 mm.

Натурниця-вірменка II, [кат. №292] 
1970-ті рр., папір, олівець, 730х465 мм.
«Armenian Model II», [cat. №292] 
1970s, paper, pencil, 730х465 mm.

252

Натурниця-вірменка I, [кат. №197]
1970-ті рр., картон, олівець, 297х420 мм. 
Armenian Model I, [cat. №197]
1970s, cardboard, pencil, 297х420 mm.

Натурниця-вірменка II, [кат. №292]
1970-ті рр., картон, олівець, 730х465 мм. 
Armenian Model II, [cat. №292]
1970s, cardboard, pencil, 730х465 mm.

Натурниця-вірменка IV, [кат. №205]
1970-ті рр., картон, олівець, 420х298 мм. 
Armenian Model IV, [cat. №205]
1970s, cardboard, pencil, 420х298 mm.

197

292

205

Струнка натурниця, [кат. №40]
1970-ті рр., картон, вугілля, 1975х1053 мм. 
Slender Model, [cat. №40]
1970s, cardboard, charcoal, 1975х1053 mm.

40

253

Літня натурниця з короткою зачіскою I, [кат. №236]
1970-ті рр., картон, олівець, 710х457 мм. 
Aged Model With Short Hair I, [cat. №236]
1970s, cardboard, pencil, 710х457 mm.

Літня натурниця з короткою зачіскою II, [кат. №388]
1970-ті рр., картон, олівець, 298х226 мм. 
Aged Model With Short Hair II, [cat. №388]
1970s, cardboard, pencil, 298х226 mm.

Літня натурниця з короткою зачіскою III, [кат. №389]
1970-ті рр., картон, олівець, 418х295 мм. 
Aged Model With Short Hair III, [cat. №389]
1970s, cardboard, pencil, 418х295 mm.

236 388

389
Товста натурниця III, [кат. №395]
поч. 1980-х рр., картон, олівець, 293х420 мм. 
A Plump Model III, [cat. №395]
early 1980s, cardboard, pencil, 293х420 mm.

395
Літня натурниця з короткою зачіскою III, [кат. №389] 
1970-ті рр., папір, олівець, 418х295 мм. 
«Aged Model With Short Hair III», [cat. №389] 
1970s, paper, pencil, 418х295 mm.

Літня натурниця з короткою зачіскою I, [кат. №236] 
1970-ті рр., папір, олівець, 710х457 мм.
«Aged Model With Short Hair I», [cat. №236] 
1970s, paper, pencil, 710х457 mm.

Товста натурниця III, [кат. №395] 
поч. 1980-х рр., папір, олівець, 293х420 мм.
«A Plump Model III», [cat. №395] 
early 1980s, paper, pencil, 293х420 mm.

Літня натурниця з короткою зачіскою II, [кат. №388] 
1970-ті рр., папір, олівець, 298х226 мм.
«Aged Model With Short Hair II», [cat. №388] 
1970s, paper, pencil, 298х226 mm.



254

Товста натурниця I, [кат. №292]
кін. 1970-х рр., картон, олівець, 693х418 мм. 
A Plump Model I, [cat. №292]
late 1970s, cardboard, pencil, 693х418 mm.

Товста натурниця II, [кат. №390]
кін. 1970-х рр., картон, олівець, 420х295 мм. 
A Plump Model II, [cat. №390]
late 1970s, cardboard, pencil, 420х295 mm.

Зустріч, [кат. №38]
1970-х рр., полотно, вугілля, 2167х2167 мм. 
Meeting, [cat. №38]
late 1970s, canvas, charcoal, 2167х2167 mm.

293 390

38
Натурниця на фоні драперій, [кат. №190]
1970-ті рр., картон, олівець, 420х298 мм. 
Model Against a Drapery Background, [cat. №190]
1970s, cardboard, pencil, 420х298 mm.

190
255

Жіночі образи, [кат. №326]
поч. 1980-х рр., картон, олівець, 2497х2255 мм. 
Female Images, [cat. №326]
early 1980s, cardboard, pencil, 2497х2255 mm.

 326

Натурниця, що лежить, [кат. №322]
поч. 1980-х рр., картон, олівець, 3190х1700 мм. 
Reclining Model, [cat. №322]
early 1980s, cardboard, pencil, 3190х1700 mm.

322

Оголена в блакитних тонах, [кат. №320]
поч. 1980-х рр., картон, олія, 2268х577 мм. 
Naked in Blue Shades, [cat. №320]
early 1980s, oil on cardboard, 2268х577 mm.

 320

Зустріч, кін. [кат. №38] 
1970-х рр., полотно, вугілля, 2167х2167 мм.
«Meeting», [cat. №38] 
late 1970s, canvas, charcoal, 2167х2167 mm.

Товста натурниця I, [кат. №293] 
кін. 1970-х рр., папір, олівець, 693х418 мм.
«A Plump Model I», [cat. №293] 
late 1970s, paper, pencil, 693х418 mm.

Натурниця на фоні драперій, [кат. №190]
1970-ті рр., папір, олівець, 420х298 мм.
«Model Against a Drapery Background», [cat. №190] 
1970s, paper, pencil, 420х298 mm.

Товста натурниця II, [кат. №390] 
кін. 1970-х рр., папір, олівець, 420х295 мм.
«A Plump Model II», [cat. №390] 
late 1970s, paper, pencil, 420х295 mm.

254

Товста натурниця I, [кат. №292]
кін. 1970-х рр., картон, олівець, 693х418 мм. 
A Plump Model I, [cat. №292]
late 1970s, cardboard, pencil, 693х418 mm.

Товста натурниця II, [кат. №390]
кін. 1970-х рр., картон, олівець, 420х295 мм. 
A Plump Model II, [cat. №390]
late 1970s, cardboard, pencil, 420х295 mm.

Зустріч, [кат. №38]
1970-х рр., полотно, вугілля, 2167х2167 мм. 
Meeting, [cat. №38]
late 1970s, canvas, charcoal, 2167х2167 mm.

293 390

38
Натурниця на фоні драперій, [кат. №190]
1970-ті рр., картон, олівець, 420х298 мм. 
Model Against a Drapery Background, [cat. №190]
1970s, cardboard, pencil, 420х298 mm.

190
255

Жіночі образи, [кат. №326]
поч. 1980-х рр., картон, олівець, 2497х2255 мм. 
Female Images, [cat. №326]
early 1980s, cardboard, pencil, 2497х2255 mm.

 326

Натурниця, що лежить, [кат. №322]
поч. 1980-х рр., картон, олівець, 3190х1700 мм. 
Reclining Model, [cat. №322]
early 1980s, cardboard, pencil, 3190х1700 mm.

322

Оголена в блакитних тонах, [кат. №320]
поч. 1980-х рр., картон, олія, 2268х577 мм. 
Naked in Blue Shades, [cat. №320]
early 1980s, oil on cardboard, 2268х577 mm.

 320

Натурниця, що лежить, [кат. №322] 
поч. 1980-х рр., папір, олівець, 3190х1700 мм.
«Reclining Model», [cat. №322] 
early 1980s, paper, pencil, 3190х1700 mm.

Оголена в блакитних тонах, [кат. №320] 
поч. 1980-х рр., папір, змішанна техніка, 2268х577 мм.
«Naked in Blue Shades», [cat. №320] 
early 1980s, paper, mixed method, 2268х577 mm.

Жіночі образи, [кат. №326] 
поч. 1980-х рр., папір, вугілля, олівець, 2497х2255 мм.
«Female Images», [cat. №326] 
early 1980s, paper, charcoal, pencil, 2497х2255 mm.



254

Товста натурниця I, [кат. №292]
кін. 1970-х рр., картон, олівець, 693х418 мм. 
A Plump Model I, [cat. №292]
late 1970s, cardboard, pencil, 693х418 mm.

Товста натурниця II, [кат. №390]
кін. 1970-х рр., картон, олівець, 420х295 мм. 
A Plump Model II, [cat. №390]
late 1970s, cardboard, pencil, 420х295 mm.

Зустріч, [кат. №38]
1970-х рр., полотно, вугілля, 2167х2167 мм. 
Meeting, [cat. №38]
late 1970s, canvas, charcoal, 2167х2167 mm.

293 390

38
Натурниця на фоні драперій, [кат. №190]
1970-ті рр., картон, олівець, 420х298 мм. 
Model Against a Drapery Background, [cat. №190]
1970s, cardboard, pencil, 420х298 mm.

190
255

Жіночі образи, [кат. №326]
поч. 1980-х рр., картон, олівець, 2497х2255 мм. 
Female Images, [cat. №326]
early 1980s, cardboard, pencil, 2497х2255 mm.

 326

Натурниця, що лежить, [кат. №322]
поч. 1980-х рр., картон, олівець, 3190х1700 мм. 
Reclining Model, [cat. №322]
early 1980s, cardboard, pencil, 3190х1700 mm.

322

Оголена в блакитних тонах, [кат. №320]
поч. 1980-х рр., картон, олія, 2268х577 мм. 
Naked in Blue Shades, [cat. №320]
early 1980s, oil on cardboard, 2268х577 mm.

 320

Зустріч, кін. [кат. №38] 
1970-х рр., полотно, вугілля, 2167х2167 мм.
«Meeting», [cat. №38] 
late 1970s, canvas, charcoal, 2167х2167 mm.

Товста натурниця I, [кат. №293] 
кін. 1970-х рр., папір, олівець, 693х418 мм.
«A Plump Model I», [cat. №293] 
late 1970s, paper, pencil, 693х418 mm.

Натурниця на фоні драперій, [кат. №190]
1970-ті рр., папір, олівець, 420х298 мм.
«Model Against a Drapery Background», [cat. №190] 
1970s, paper, pencil, 420х298 mm.

Товста натурниця II, [кат. №390] 
кін. 1970-х рр., папір, олівець, 420х295 мм.
«A Plump Model II», [cat. №390] 
late 1970s, paper, pencil, 420х295 mm.
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Товста натурниця I, [кат. №292]
кін. 1970-х рр., картон, олівець, 693х418 мм. 
A Plump Model I, [cat. №292]
late 1970s, cardboard, pencil, 693х418 mm.

Товста натурниця II, [кат. №390]
кін. 1970-х рр., картон, олівець, 420х295 мм. 
A Plump Model II, [cat. №390]
late 1970s, cardboard, pencil, 420х295 mm.

Зустріч, [кат. №38]
1970-х рр., полотно, вугілля, 2167х2167 мм. 
Meeting, [cat. №38]
late 1970s, canvas, charcoal, 2167х2167 mm.
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Натурниця на фоні драперій, [кат. №190]
1970-ті рр., картон, олівець, 420х298 мм. 
Model Against a Drapery Background, [cat. №190]
1970s, cardboard, pencil, 420х298 mm.
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Жіночі образи, [кат. №326]
поч. 1980-х рр., картон, олівець, 2497х2255 мм. 
Female Images, [cat. №326]
early 1980s, cardboard, pencil, 2497х2255 mm.
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Натурниця, що лежить, [кат. №322]
поч. 1980-х рр., картон, олівець, 3190х1700 мм. 
Reclining Model, [cat. №322]
early 1980s, cardboard, pencil, 3190х1700 mm.
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Оголена в блакитних тонах, [кат. №320]
поч. 1980-х рр., картон, олія, 2268х577 мм. 
Naked in Blue Shades, [cat. №320]
early 1980s, oil on cardboard, 2268х577 mm.
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Натурниця, що лежить, [кат. №322] 
поч. 1980-х рр., папір, олівець, 3190х1700 мм.
«Reclining Model», [cat. №322] 
early 1980s, paper, pencil, 3190х1700 mm.

Оголена в блакитних тонах, [кат. №320] 
поч. 1980-х рр., папір, змішанна техніка, 2268х577 мм.
«Naked in Blue Shades», [cat. №320] 
early 1980s, paper, mixed method, 2268х577 mm.

Жіночі образи, [кат. №326] 
поч. 1980-х рр., папір, вугілля, олівець, 2497х2255 мм.
«Female Images», [cat. №326] 
early 1980s, paper, charcoal, pencil, 2497х2255 mm.
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Атлет, [кат. №177]
1970-ті рр., папір, олівець, 2395х1715 мм. 
Athlete, [cat. №177]
1970s, paper, pencil, 2395х1715 mm.

Атлет з м’ячем, [кат. №184]
1970-ті рр., картон, змішана техніка, 1395х865 мм. 
Athlete with a Ball, [cat. №184]
1970s, cardboard, mixed method, 1395х865 mm.

Фігура з циліндром, [кат. №215]
1970-ті рр., картон, олівець, 840х617 мм. 
Figure with a Cylinder, [cat. №215]
1970s, cardboard, pencil 840х617 mm.
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Рисунок №234, [кат. №234]
1970-ті рр., картон, олівець, 840х617 мм. 
Drawing No.234, [cat. №234]
1970s, cardboard, pencil, 840х617 mm.
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Рисунок №194, [кат. №194]
1970-ті рр., картон, олівець, 232х420 мм. 
Drawing No.194, [cat. №194]
1970s, cardboard, pencil, 232х420 mm.

Син, [кат. №242]
1970-ті рр., картон, олівець, 708х503 мм. 
Son, [cat. №242]
1970s, cardboard, pencil, 708х503 mm.
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Фігура на стільці, [кат. №186]
1970-ті рр., картон, олівець, 1218х840 мм. 
Figure on a Chair, [cat. №186]
1970s, cardboard, pencil, 1218х840 mm.
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Рисунок №228, [кат. №228]
1970-ті рр., картон, олівець, 865х620 мм. 
Drawing No.228, [cat. №228]
1970s, cardboard, pencil, 865х620 mm.
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Рисунок №262, [кат. №262]
1970-ті рр., картон, олівець, 595х425 мм. 
Drawing No.262, [cat. №262]
1970s, cardboard, pencil, 595х425 mm.

Рисунок №267, [кат. №267]
1970-ті рр., картон, олівець, 865х620 мм. 
Drawing No.267, [cat. №267]
1970s, cardboard, pencil, 865х620 mm.
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Рисунок №202, [кат. №202]
1970-ті рр., картон, олівець, 420х297 мм. 
Drawing No.202, [cat. №202]
1970s, cardboard, pencil, 420х297 mm.

Рисунок №259, [кат. №259]
1970-ті рр., картон, олівець, 420х297 мм. 
Drawing No.259, [cat. №259]
1970s, cardboard, pencil, 420х297 mm.
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Рисунок №203, [кат. №203]
1970-ті рр., картон, олівець, 420х297 мм. 
Drawing No.203, [cat. №203]
1970s, cardboard, pencil, 420х297 mm.
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Рисунок №392, [кат. №392]
1970-ті рр., картон, олівець, 294х419 мм. 
Drawing No.392, [cat. №392]
1970s, cardboard, pencil, 294х419 mm.

Рисунок №396, [кат. №396]
1970-ті рр., картон, олівець, 295х420 мм. 
Drawing No.396, [cat. №396]
1970s, cardboard, pencil, 295х420 mm.
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Рисунок №311, [кат. №311]
1970-ті рр., картон, вугілля, олівець, 2405х860 мм. 
Drawing No.311, [cat. №311]
1970s, cardboard, charcoal, pencil, 2405х860 mm.
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1970s, cardboard, pencil, 420х297 mm.
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392396

Рисунок №311, [кат. №311]
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311

Рисунок №396, [кат. №396] 
1970-ті рр., папір, олівець, 295х420 мм.
«Drawing No.396», [cat. №396] 
1970s, paper, pencil, 295х420 mm.

Рисунок №311, [кат. №311] 
1970-ті рр., папір, вугілля, олівець, 2405х860 мм.
«Drawing No.311», [cat. №311] 
1970s, paper, charcoal, pencil, 2405х860 mm.

Рисунок №392, [кат. №392] 
1970-ті рр., папір, олівець, 294х419 мм.
«Drawing No.392», [cat. №392] 
1970s, paper, pencil, 294х419 mm.

Рисунок №203, [кат. №203] 
1970-ті рр., папір, вугілля, олівець, 420х297 мм.
«Drawing No.203», [cat. №203] 
1970s, paper, charcoal, pencil, 420х297 mm.



262

Рисунок №204, [кат. №204]
1970-ті рр., картон, олівець, 420х297 мм. 
Drawing No.204, [cat. №204]
1970s, chardboard, pencil, 420х297 mm.
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Образ в хустці II, [кат. №235]
кін. 1960-х рр., картон, вугілля, 840х623 мм. 
An Image in a Kerchief II, [cat. №235]
late 1960s, cardboard, charcoal, 840х623 mm.

Портрет натурниці в повороті 3/4, [кат. №285]
1970-ті рр., папір, олівець, 530х425 мм. 
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Elderly Model with Loose Hair, [cat. №386]
1970s, cardboard, pencil, 293х267 mm.
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1970s, cardboard, pencil 840х620 mm.

213

229 230

Рисунок №249, [кат. №249]
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Жіночий профіль з зібраним волоссям, [кат. №269]
1970-ті рр., картон, олівець, 612х445 мм. 
A Female Profile with Her Hair Gathered Up Into a Bun, [cat. №269]
1970s, cardboard, pencil, 612х445 mm.
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1970-ті рр., картон, олівець, 865х614 мм. 
Drawing No.227, [cat. №227]
1970s, cardboard, pencil, 865х614 mm.

Африканка, [кат. №260]
кін. 1960-х рр., картон, вугілля, 840х622 мм. 
An African Woman, [cat. №260]
late 1960s, cardboard, charcoal, 840х622 mm.
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Портрет П. Злочевського, [кат. №212]
кін. 1960-х рр., картон, олівець, 527х620 мм. 
Portrait of P. Zlochevsky, [cat. №212]
late 1960s, cardboard, pencil, 527х620 mm.
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Рисунок №189, [кат. №189]
1970-ті рр., картон, олівець, 420х297 мм. 
Drawing No.189, [cat. №189]
1970s, cardboard, pencil, 420х297 mm.
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Drawing No.193, [cat. №193]
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Рисунок №216, [кат. №216]
1970-ті рр., картон, олівець, 840х620 мм. 
Drawing No.216, [cat. №216]
1970s, cardboard, pencil, 840х620 mm.

Рисунок №233, [кат. №233]
1970-ті рр., картон, олівець, 835х617 мм. 
Drawing No.233, [cat. №233]
1970s, cardboard, pencil, 835х617 mm.
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A Female Profile with Her Hair Gathered Up Into a Bun, [cat. №269]
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Рисунок №209, [кат. №209]
кін. 1960-х рр., картон, олівець, 835х610 мм. 
Drawing No.209, [cat. №209]
late 1960s, cardboard, pencil, 835х610 mm.
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кін. 1960-х—поч. 1970-х рр., папір, олівець, 865х613 мм. 
Drawing No.250, [cat. №250]
late 1960s — early 1970s, paper, pencil, 865х613 mm.

Портрет молодого кавказця, [кат. №271]
кін. 1960-х—поч. 1970-х рр., картон, вугілля, 600х476 мм. 
Portrait of a Young Caucasian, [кат. №271]
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Drawing No.275, [cat. №275]
late 1960s, paper, mixed method, 862х620 mm.
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кін. 1960-х рр., папір, змішана техніка, 862х620 мм. 
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late 1960s, paper, mixed method, 862х620 mm.
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Рисунок №239, [кат. №239]
1970 р., картон, олівець, 840х617 мм. 
Drawing No.239, [cat. №239]
1970 г., cardboard, pencil, 840х617 mm.
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Рисунок №268, [кат. №268]
1970-ті рр., картон, олівець, 613х443 мм. 
Drawing No.268, [cat. №268]
1970s, cardboard, pencil, 613х443 mm.
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студентська робота «Старий в чорному», [кат. №224]
кін. 1940-х рр., папір, вугілля, 815х575 мм. 
student work ‘An Old Man in Black’, [cat. №224]
late 1940s, paper, charcoal, 815х575 mm.

Рисунок №225, студентська робота, [кат. №225]
кін. 1940-х рр., картон, змішана техніка, 690х525 мм. 
Drawing No.225, student work, [cat. №225]
late 1940s, cardboard, mixed method, 690х525 mm.

студентська робота «Портрет Мартироса Сар’яна», [кат. №351]
кін. 1940-х рр., картон, олівець, 1637х1135 мм. 
student work ‘Portrait of Martiros Saryan, [cat. №351]
late 1940s, cardboard, pencil, 1637х1135 mm.
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Студійна студентська робота, [кат. №356]
кін. 1940-х рр., картон, олівець, 830х595 мм. 
Studio student work, [cat. №356]
late 1940s, cardboard, pencil, 830х595 mm.
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Світлина. Робота зі студентами. Сімейний архів. 1
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2 Анкета допиту батька В.А. Гегамяна А.О. Ханазян. Державний архів Вірменії №.
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3 Фотографія Могила прадіда В.А. Гегамяна. Храм в селі Гарні
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Фотопортрет дружини В.А. Гегамяна Богуслави Львівни. Архів Фонду імені В.А. Гегамяна.

Довідка Б.Л Гегамян. Архів Фонду імені В.А. Гегамяна.
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Світлина. Заняття боксом. Архів Фонду імені В.А. Гегамяна9

Обкладинка щоденника В. А. Гегамяна 
1943- ... Архів Фонду імені В.А. Гегамяна10

281

М. Сарьян, Гірський пейзаж, 1969 р., олія, 460 х 620 мм11

В. Гегамян, Кримський пейзаж з кипарисами, 1973-74 рр., картон, олія, 1231х1660 
мм. Архів Фонду імені В.А. Гегамяна. [кат. №56]
V. Geghamyan, Crimean Landscape with Cypresses, 1973-74 , oil on cardboard, 
1231х1660 mm. Archive of the V.A. Geghamyan. [cat. №56]
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Додаток 14

В. Гегамян, Рисунок №275, кін. 1960-х рр., папір, 
змішана техніка, 862х620 мм. Архів Фонду імені 
В.А. Гегамяна. [кат. №275]
V. Geghamyan, Drawing No.275, late 1960s,
paper, mixed method, 862х620 mm. Archive of the
V.A. Geghamyan. [cat. №275]

275
В. Гегамян, Дівчина, 1970-ті рр., картон, олія, 845х603 
мм. Архів Фонду імені В.А. Гегамяна. [кат. №401]
V. Geghamyan, Girl, 1970s, oil on cardboard, 845х603 
mm. Archive of the V.A. Geghamyan. [cat. №401]

401

В. Гегамян, Фрагмент малюнка. Архів Фонду імені В.А. Гегамяна.15

Додаток 16
В. Гегамян, Рисунок №289, кін. 
1970-х рр., папір, змішана техніка, 
918х192 мм. Архів Фонду імені 
В.А. Гегамяна. [кат. №289]
V. Geghamyan, Drawing No.289, 
1970s, cardboard, pencil, 918х192 
mm. Archive of the V.A. Geghamyan.
[cat. №289]

289
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Додаток 17

В. Гегамян, «М. Сар’ян «Натюрморт в світлій гаммі»», 
кін. 1960-х рр., картон, олія,  1385х1030 мм. Архів Фонду імені В.А. Гегамяна. [кат. №136/1]
V. Geghamyan, ‘M. Saryan, ‘Still Life in Light Color Range’’,
late 1960s, oil on cardboard, 1385х1030 mm. Archive of the V.A. Geghamyan. [cat. №136/1]

В. Гегамян, Осміяння III, 
1970-ті рр., картон, олія, 1385х1030 мм. Архів Фонду імені В.А. Гегамяна. [кат. №136]
V. Geghamyan, Mocking III, 1
970s, oil on cardboard, 1385х1030 mm. Archive of the V.A. Geghamyan. [cat. №136]

136

В. Гегамян, Рисунок No289, 
кін. 1970-х рр., папір, олівець, 918х192 мм. 
Архів Фонду імені В.А. Гегамяна. 
[кат. No289]
V. Geghamyan, Drawing No.289, 
1970s, paper, pencil, 918х192 mm. 
Archive of the V.A. Geghamyan. 
[cat. No289]

В. Гегамян, Дівчина, 1970-ті рр., папір, олія, 845х603 
мм. Архів Фонду імені В.А. Гегамяна. [кат. No401]
V. Geghamyan, Girl, 1970s, oil on paper, 845х603 mm. 
Archive of the V.A. Geghamyan. [cat. No401]
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